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Abstract 
This research project explores themes of remembrance, place and identity from 
ideas established by philosophers such as Cicero, Quintilian and Proust, and 
scholars including Susan Stewart, Michael Perlman and Francis Yates. 
These perspectives are developed into a body of artwork created from miniatures 
and video that reference autobiographical memories of my father's stay and 
passing in a palliative care hospice. Particular narratives are translated through still 
and moving images by constructing a Memory Palace through a video installation. 
The display of artwork creates a mnemonic relationship that is supported by the 
philosophical perspectives and contentions established throughout the 
investigation. 
The contributions of contemporary artists Ricky Swallow, Janet Cardiff, Jake and 
Dinos Chapman, John Timberlake, Thomas Hirschorn and Michael Ashkins are 
examined in relation to the nature of the project and its contribution to 
contemporary art. 
The outcomes of the project are two-fold. Firstly, the body of artwork will 
demonstrate a link between scale and memory. Secondly, the written exegesis 
informs the artwork by establishing historical and philosophical perspectives 
relevant to the project. 
I 
For my father, Peter Wilson (1948-1999) 
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PART1 INTRODUCTION 
Chapter 1: Entering the Memory Palace 
The purpose of this research investigation is to develop a body of artwork that 
reflects a link between the themes of scale and memory. The project will draw on 
philosophy and fine art. In doing so, I will create a Memory Palace based on 
Roman mnemonic perspectives - the ordered storage and mapping of memory 
onto particular objects inserted into location - and display this in a gallery space. 
Narratives of the artwork reflect the stay and passing of my father at McCulloch 
House, a palliative care hospice located at the Monash Medical Centre in Clayton, 
Victoria. This event, which occurred in late 1999, prompted a desire to produce 
artwork that responded to the hospice experience. 
After my father's death, I imagined a place where I could visit him - a place 
constructed from mer:nories that surround his passing. In doing so, this 
investigation is an extension of the Memory Palace I created in my mind - thus 
aligning the Art of Memory in context to the visual project. 
The artwork will provide a means of exploration into these autobiographical 
memories by translating particular narratives through the miniature and diorama. 
The work represents the hospice memories and the ways in which scale and the 
moving image are often used as a mode of understanding memory. 
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A desire to visualise my father's passing frames this investigation from a personal 
vantage point. It is through art making that I refer to my own autobiographical 
memories and response through visual means. 
When re-visualised over time, memories are not always an accurate portrayal of 
events. Through memory, historical fact is often changed, slightly misconstrued or 
even turn into fictive accounts such as false memories. With this in mind, the 
hospice narratives are my own recollections of autobiographical events and the 
artwork developed around these accounts reflect, in part, what I perceive to be an 
account of the past. 
The exegesis will be divided into four sections: an introduction, the context of the 
artwork, the production of the artwork, and a conclusion. Part 2 consists of six 
chapters that explore the ideas behind the artwork. 
Chapter 2 discusses ars memoria, commonly known as the 'Art of Memory', by 
constructing an historical and philosophical foundation that later guides \ 
development of the artwork in Part 3. 
These ideas examine discussion from Greek and Roman philosophers, such as the 
anonymous author of Ad herrenium, Aristotle, Cicero and Quintilian. The outcomes 
of this chapter highlight mnemonic instructions located in various texts written by 
these individuals and establish a context for how the artwork can be displayed in a 
2 
gallery environment. Discussion will also include the perspectives of Francis Yates 
and Michael Perlman. 
Chapter 3 examines memory in terms of ability, function, process and self. I 
discuss the philosophical themes and issues that arise from memory with reference 
to the hospice narratives I intend to engage through the artwork. There are specific 
references to Proust, Poulet, Bachelard, Stewart and Merleau-Ponty. Later 
discussion will position scale as a mode of engaging memory. The outcomes of 
this chapter establish how the artworks can engage with these issues and the 
mnemonic foundations outlined at the end of Chapter 2. 
Chapter 4 probes the themes and issues of scale by examining our relationship 
with the miniature and how we often associate our memories with scaled objects. 
Perspectives from Yates, Stewart and Zuichemus will inform the discussion of 
memory theatres, models, dioramas and decorative miniatures. The discussion will 
demonstrate how memory can be associated to such things in the context of a 
mnemonic relationship. The outcomes of this chapter will establish a position for 
scale and memory in order for the artwork to find conceptual grounding. 
Chapter 5 examines the relationship between the moving image and memory. The 
discussion investigates the similarity between the moving image (video and home 
movies, in particular) and remembrance in the context of philosophical 
perspectives concerning memorialising and memorialisation. Perspectives from 
Heidegger, Trigg, Landis and Crimmings give perspectives that relate to themes of 
3 
temporality and time, place, identity and narrative. The outcomes of this chapter 
establish how the moving image links to the process and product of the memory 
and how these ideas are represented in artwork. 
The artwork of contemporary artists, Ricky Swallow, Jake and Dinos Chapman, 
Michael Ashkins, John Timberlake and Janet Cardiff are examined throughout 
Chapter 6 in relation to the nature of the project and its contribution to 
contemporary art. These artists use the miniature in specific ways that involve 
themes of place, self and narrative in the context of memory. In examining the work 
of these artists, I will identify similarities in my own visual arts practice and 
establish where the resolved body of artwork is positioned within contemporary art, 
both nationally and internationally. 
Part 3 of the exegesis will document the development of artwork based on ideas 
established in Part 2. Chapter 7 will outline the specific methods and materials 
employed to create the artwork. 
Chapter 8 documents the production of artwork and discusses how the artwork 
was constructed. The conceptual and philosophical groundings of the artwork 
define how the ideas in previous chapters were established with reference to the 
artwork. 
Chapter 9 documents the finished artwork in relation to the hospice narratives by 
integrating private diary extracts, which describe the ten days spent at McCulloch 
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House. This provides a point of reference highlighting the difference between what 
actually occurred at the time and how I presently recall these events. The 
outcomes of this chapter present a resolved body of artwork that uses the moving 
image and scale as a mode of engaging with and revisualising memory. This will 
be a visual translation of the various ideas that this thesis explores. 
In Part 3, Chapter 10 will conclude the investigation with a summary of the project 
and research conclusions, which are visualised in the finished artwork. 
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PART2 CONTEXT OF THE ARTWORK 
Chapter 2: The Art of Memory 
Throughout modern history human beings have sought to create systems whereby 
knowledge otherwise forgotten can be retained. This desire has prompted memory 
techniques evolved from descriptions given by early western thought, namely 
Greek and Roman perspectives, that discuss what we now term as an 'Art of 
Memory'. The origins of early classical mnemonics are important in bringing an 
historical anchor to the artwork I intend to develop. This chapter will discuss the 
origins and history of mnemonic practice and establish the principles of Roman 
mnemonics. My objective is to discuss what is historically relevant to the aims of 
this project and how it contributes to the artwork. 
An introduction to this history occurs with an event similar in theme to -!TIY 
experiences of the hospice. The Greek poet Simonides of Ceo, who founded the 
principles of artificial memory in Western philosophy (c.500 BC), based his menfory 
technique on witnessing a tragic accident at a banquet held by the Greek 
nobleman Scopas of Thessaly. According to Roman accounts, Scopas hired 
Simonides to recite his poetry at the banquet and, in doing so, sang praise to his 
host. Following this, the poet received a note requesting him to meet with two men 
outside. After failing to locate them, Simonides made his way back to the party. 
'During his absence the roof of the banqueting hall fell in, crushing Scopas and all 
the guests to death beneath the ruins; the corpses were so mangled that the 
relatives who came to take them away for burial were unable to identify them.' 
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(Yates 1966, 1-2) Frances Yates, in The Art of Memory, discusses the aftermath of 
this accident: 
Offering a solution to identify the victims, Simonides recalled his memory 
of the places where ~ach guest was seated. One by one, as he matched 
their seating arrangements to his memory, the poet was able to identify 
each body. Thus, Simonides discovers the Art of Memory: the holding in 
memory of a particular order of places, with a mnemonic image housed 
in each. (Yates 1966, 1-2) 
What I find relevant to my project in this story is a connection between death, place 
and memory. The process of Simonides recalling the places of the dead are similar 
in context to the hospice narratives I seek to visually reconstruct, which ultimately 
ends in death. Michael Perlman, in lmaginal Memory and the Place of Hiroshima, 
discusses death and memory in relation to the banquet of Scopas: 
This story [the Simonides account] embodies the mythic pattern that 
practitioners of the Art of Memory must in some way follow. Present 
here are essential relations between memory, death and human continuity: 
from death arises the necessity of remembering: The dead must be "placed" 
in memory if what is essential is to be kept alive. (Perlman 1988, 4 7) 
Perlman argues that memory and death share a linkage with the banquet story 
because Simonides inserted images of the banquet victims to a place, and in turn 
committed these places to memory. From this, I draw comparisons between 
Simonides' method and my investigation. The primary aim of this is to construct 
artwork in scale by using images that form a narrative using the method Simonides 
developed. 
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Once committed to being located within a gallery environment, images are 
experienced or 'witnessed' in the same manner as the poet who identified each 
body of the banquet victims. The application of Simonides memory system to the 
experience of my father's death is an ideal comparison given the nature of the 
themes that both narratives have in common. 
The Simonides story was usually located in the opening passages of Roman texts 
that discussed artificial memory. From there, the authors introduced a set of rules 
that described how to build and navigate through a mnemonic space. These works 
often suggested locating images and places inside a series of buildings that we 
now call Memory Palaces. 
The first true account of an 'Art of Memory' (as mnemonics came to be known) 
originated in Rome in 86 BC. In saying this, earlier treatises that explored Greek 
concepts of artificial memory did not survive to our present. However, there are 
indications that Roman philosophers were aware of these texts _as they constructed 
their own. Yates says that 'there were certainly many such [mnemonic texts] in 
Greek times but they have not come down to us, hence our dependence on the 
three Latin sources for any conjectures we may make concerning Greek artificial 
memory.' (Yates 1966, 27) 
What is common to both Greek and Roman perspectives is that memory was 
understood to have two forms: natural memory (based on natural ability) and 
artificial memory (techniques used to improve natural memory). The concept of 
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mnemonics focuses on the latter. Five Latin texts, which contributed to the 
development and evolution of Greek perspectives on artificial memory and 
established Roman mnemonics, are notably Ad herrenium, Cicero's De oratore, 
Quintilian's /nstitutio oratoria, and Martianus's De Nuptiis Philiogiae et Mercuri. 
These specific works provide the 'blueprints' of a Memory-Palace. Unfortunately, 
the great influence of this art came to an abrupt end during the eighteenth and 
nineteenth centuries as memory techniques were no longer popular, or perceived 
as relevant, in an ever increasing mechanised world. It was not until the late 1960s 
that Yates re-introduced the history of the mnemonic arts to a modern audience in 
The Arl of Memory. Thanks to Yates, the great Roman perspectives on artificial 
memory have centralised the importance of mnemonic systems. This heritage 
allows me to position the artwork in the context of these core ideas. However, it is 
important to note that artificial memory was not entirely a Roman invention. 
'Aristotle was certainly familiar with the artificial memory.' (Yates 1966, 31) 
Evidence located in Topica suggests that early versions of an artificial memory did 
exist before the Roman tradition: 
For just as in a person with a trained memory, a memory of things themselves 
is immediately caused by the mere mention of their places, so these 
habits too will make a man readier in reason, because he has his premises 
classified before his mind's eye, each under its number. (Aristotle 1928, 163b, 
24-30) 
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In this passage, Aristotle describes how our memory of 'things' might intermingle 
with places, whereby objects are inserted into particular physical locations. I 
suggest his view of memory is similar to the process of how we construct a 
Memory Palace by associating memory with the linking together of objects and 
places. 
This method came to be known as the 'Greek place and object system'. Aristotle's 
Topica suggests this, yet evidently does not give a true mnemonic system as those 
found in Roman texts. Richard Sorabji discusses this in Aristotle on Memory, as he 
comments: 
The most famous of the techniques for remembering developed in ancient 
Greece is the so-called place system. Aristotle mentions it four times. The 
only existent descriptions are Roman perspectives. There may well have 
been other varieties of it other than the one described in Roman rhetoric 
texts. On the other hand, the name 'places' is not a name to any kind of 
mnemonic system. It covers only systems that have something to do with 
places. (Sorabji 1972, 22) 
In contrast to Sorabji, Diogenes Laertius, in Life of Aristotle, thought otherwise. He 
argued that Aristotle composed a mnemonic treatise that explained how to build a 
Memory Palace. Laertius believed this mystery text was lost over time. Yates 
comments that 'though according to Diogenes Laertius he [Aristotle] wrote a book 
on mnemonics which is not extant' (Yates 1966, 31 ). What this advocates, even 
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through speculation, is that the mnemonic treatises of antiquity share a connection 
between Greek and Roman perspectives. 
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A common suggestion throughout the classical mnemonic techniques is the 
example of exercising one's mind in order to fine-tune its perception. Ad herrenium 
makes the suggestion, 'but this will be essential - again and again to run over 
rapidly in the mind all the original places in order to refresh the images' (Ad 
herrenium, Ill, xvi-xxiv.) Cicero supports this claim, in De oratore, by saying 'that 
persons desired to train this faculty [memory] must select places and form mental 
images of the things they wish to remember ... ' (Cicero, 351) 
Later Roman texts also carried this idea. For example, Martianus states, in De 
Nuptiis Philogoae et Mercuri, that 'the art is based on only a few rules but requires 
a great deal of exercise.' (Martianus 1925) I suggest that artificial memory was 
viewed as a technique of great skill that required care and practice to gain the full 
advantages of its art. From these observations, it is evident that a link exists 
between Greek and Roman ideas of memory. It comes as no great surprise to 
realise that medieval and Renaissance scholars subsequently inherited Greek 
perspectives passe·d down through the Romans. 
Greek contributions to artificial memory are, rather, the foundation from which 
mnemonics has evolved. To use this heritage is to understand the history of 
mnemonics in a broader sense. 
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In saying that, an Art of Memory did not conveniently 'pop up' as if a fresh and 
original concept located around the first century BC1. It was a gradual evolution, 
contributed to by many orators, scholars and philosophers over a two thousand 
year history. 
Nevertheless, if we view the Greek influence over the classical, medieval and 
Renaissance periods, an understanding that 'Aristotle is essential for the scholastic 
and medieval form of the art [while] Plato is essential for the art in the 
Renaissance' (Yates 1966, 39) would concretise the history of ars memoriae post-
antiquity. Foundations of both Aristotle and Plato still have a significant role to play 
in post-Hellenistic times although these philosophers were not the sole contributors 
to the Greek foundation of artificial memory. 
Advancements in Roman philosophy drew attention to imaginal buildings, which 
stored objects and images. These structures evolved into the existing place and 
image system by creating architectural loci that stored both places and images. 
Jonathan D. Spence in The Memory Palace of Matteo Ricci says, 'the real purpose 
of these mental constructs was to provide storage spaces for the myriad concepts 
that make up the sum of our human knowledge.' (Spence 1984, 3) 
The first example to my knowledge that uses the phrase Memory Palace is located 
in Augustine's Confessions wherein the philosopher says, 'I come to the fields and 
spacious palaces of memories, where there are the treasures of innumerable 
1 I make reference to this date in regards to Ad herrenium, the first known Roman treatise on artificial memory, 
which was written in 86 BC (approx). 
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images, brought into it from things of all sorts perceived by the senses.' (see Yates 
1966, 46) This passage gives us a clear idea of what defines a Memory Palace. In 
Augustine's 'the fields and spacious palaces of memory' we see a reference to 
open places that are not buildings. Before Confessions, no other Roman text 
suggests this type of physical structure other than a building to house mnemonic 
spaces. This is evident in selected mnemonic texts located during the Middle Ages 
where the places of artificial memory were believed to originate in Paradise, 
Purgatory and Hell, as found in Bongapagno da Signa's Rhetorica Novissima and 
Romberch's Congestorium Arliciosae Memoriae. 
Regarding the artwork later developed in Part 3, content of images and places 
focus on narratives of hospice memories. Therefore, my Memory Palace will be 
inserted with images linking with my autobiographical memories. However, it 
should be noted that within an historical framework, not all Memory Palaces were 
intended for autobiographical reflections. 
In Roman times, a common use for a Memory Palace was to store memorised 
words in speeches. Yates tells us 'that the art belonged to rhetoric, as a technique 
by which the orator could improve his memory, which would enable him to deliver 
long speeches from memory with unfailing accuracy.' (Yates 1966, 2) Donlyn 
Lyndon and Charles W. Moore, in Chambers of a Memory Palace, further 
elaborate of this story as they state: 
Two thousand years ago Marcus Cicero used to make two-hour speeches 
in the Roman Senate, without notes, by constructing in his mind a palace 
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whose rooms and furnishings, as he imagined himself roaming through 
them, called up the ideas he wished to discuss: ideas were made 
memorable by locating them in space. (Lyndon & Moore 1994, xi) 
By travelling in his mind from one room to another, Cicero found he could progress 
through speeches with relative ease, based on the premise he was continually 
moving through spaces. This may seem to indicate that artificial memory does not 
work unless the practitioners imagine themselves moving through a location, as 
remaining motionless would simply deny the intent and function of mnemonics. 
From these early accounts, mnemonic spaces were understood in spatial terms. 
By the process of moving through his mnemonic buildings, Cicero was able to 
furnish each room with ordered objects and images that reminded him of what he 
sought to recall. In doing this, the philosopher used a set of guidelines or 'rules', 
which gave the practitioner a framework to construct their own Memory Palace. 
Cicero found that without rules of o~der, memory inside a mnemonic space would 
collapse. 
These rules first appeared in Ad herrenium, written by an anonymous teacher of 
rhetoric in Rome, around 86 BC. This book featured the five parts of rhetoric: 
lnventio, Disposito, Elacutio, Memoriae and Pronutiatio. Memoriae, the only 
surviving document, is the fourth section, which the author describes as 'the 
custodian of all parts of rhetoric'. Memoriae establishes specific rules for 
remembering and dividing memory through both natural and artificial means. 
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Regarding artificial memory, Ad herrenium discusses both place (locus) and things 
(images), the former defining the location of mnemonic spaces, and the latter 
defining the objects that represent what is to be recalled. Ad herrenium suggests 
that both locus and images ought to be memorable, so neither will be forgotten. It 
states that: 
We ought, then, to set up images of a kind that can adhere longest in 
memory. And we shall do so if we establish similitude's as striking as 
possible ... But this will be essential again and again to run over rapidly 
in the mind all the original places in order to refresh our image. 
(Ad herrenium, 111, xxii) 
I find this of particular interest when applied to the artwork later developed for this 
project. Narratives I recall from the hospice remain in memory as 'striking' 
experiences. Therefore, the kind of narratives reflected in the artwork shall 
implement Ad herrenium's suggestion, in that all 'images will have memorable or 
striking qualities. Ad herrenium states that: 
When we see in everyday life things are pretty, ordinary, and banal, we 
generally fail to remember them, because the mind is not being stirred 
by anything novel or marvellous. But if we see or hear something 
exceptionally base, dishonourable, unusual, great, unbelievable, or 
ridiculous that we are likely to remember for a long time. (Ad herrenium, 
111, xxii) 
What characterised Memory Palaces in classical times was a Roman attitude that 
prized the visual above all other senses. In fact, this attitude was prevalent until 
the late seventeenth century when Memory Palaces were perceived as vis·ua/ 
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techniques to aid memory. One might argue that to rely on the visual alone 
misconstrues the fundamentals of ars memoriae. To experience a spatial ordering 
of objects does not necessarily depend on the advantages of vision. 'All one needs 
to be able to do is to have a sense of space and to locate objects in space.' (Jeff 
Malpas 2004, email, 31 March) What a Memory Palace teaches us is to locate 
objects in space and whether or not this positioning is achieved through vision is 
irrelevant. 
As the Romans further explored mnemotechniques, predominance on the visual 
became rather complicated. Methods of inserting images into mental chambers 
that were easily identifiable became visually and mentally complex. Not only were 
images chosen to repress events, topics and things, but also to represent 
individual words and sentences. (See Yates 1966, 35) Ad herrenium suggested 
that images be governed by two rules: one rule for things and one rule for words. 
This resulted in 'res' and 'verba'. Res used objects to represent a topic. Verba used 
objects to representing individual words. The latter was problematic when rooms 
became cluttered with objects. The technique, for most, was too confusing to 
mast~r; hence, Quintilian's remark, in Institution, that 'my precepts will be of a 
simpler kind.' (Institution, xi, 23-26) An example of verba can be found in Fig. 1 
below. 
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Fig . 1 Illustrations of verba, Johannes Romberch , Congestorium Artificiose 
Memorie, 1533. 
Because the Roman preoccupation with sight as the supreme sense, a greater 
emphasis on what was visualised inside a Memory Palace was strictly adhered to. 
Despite the relaxing of seemingly impossible techniques, such as Ad herrenium's 
rule for verba, late Roman texts by authors such as Quintilian and Martianus still 
referred to a visual place and object system. 
For example, Ad herrenium tells us, ' .. . make sure you have as many places as 
possible and that these conform as much as possible to the rules .' (Ad herrenium, 
xxiv, 40) Further, Cicero says that 'the loci preserves the order of facts , and the 
images designate the facts themselves.' (Cicero, ii , 1XXXV, 355) Both passages 
rely on visualising the places that we imagine ourselves moving through. 
Regarding this , Yates explains that 'a locus is a place easily grasped by the 
memory, such as a house, an intercolumnar space, a corner, an arch, or the like. 
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Images are forms, marks or simulacra of what we wish to remember.' (Yates 1966, 
9) 
Rules that governed places commented on the preferred size, number and 
distances from one another. Other rules described how to distinguish multiple sets 
of rooms from one another and to how much light can be used within these 
chambers. 
In summarizing these rules, Quintilian tells us that 'we require therefore places, 
either real or imaginary, and images or simulacra which must be invented.' 
(Quintilian, Ill, iii, 4) Cicero also comments that 'one must employ a number of 
places which must be well lighted, clearly set out in order, at moderate intervals 
apart .. .' (Cicero, De oratore, xxiv, 157) In total, fourteen 'rules of place' are located 
in Roman artificial memory, which are: 
1. A building shall be spacious and varied. 
2. A building shall not omit statues or ornaments. 
3. A sense of sight is most important within buildings. 
4. Places must be memorable. 
5. Buildings are not too large or too small. 
6. Buildings must not be too similar to each other. 
7. Distinguish the fifth place (a hand) with the tenth place (cross). 
8. Places must be quiet. 
9. Places must be well lit. 
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10. A common type of place is architecture based. 
11. Buildings must be within solitary or deserted places. 
12. Employ a large number of places. 
13. Buildings must be set out in order. 
14. Buildings must be about 30 ft apart. 
With reference to the ninth rule, it is curious to note that medieval scholars who did 
not have access to a complete version of Ad herrenium changed specific rules of 
things and place. Places were encouraged to be Heaven, Purgatory or Hell and 
Memory Palaces themselves were suggested to work best if they resembled 
churches or places of worship. 
Despite this, Roman perspectives did anchor the fundamental principles of ars 
memoriae that were reinterpreted thereafter in various ways. Although new ways of 
seeing differed from one succeeding century to another, the basic principle of 
inserting in:tages into places still remained. The late Roman contributions simplified 
the complex nature of Ad herrenium. As the rules for place and things evolved, the 
explicative nature of texts became more concise and easily adopted. In the 
following extract, Quintilian discusses place through a far more personable delivery 
than the earlier, somewhat confusing, Ad herrenium: 
The achievements of Simonides appears to have given rise to the observation 
that it is an assistance to the memory if places are stamped upon the mind, 
which anyone can believe from experiment. For when we return to a place 
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after a considerable absence, we not merely recognise the place itself, but 
remember things that unuttered thoughts, which passed through our minds 
when we were there before. (Quintilian, XI, ii, 17-22) 
I find the passage of particular interest in reference to the artwork. Here Quintilian 
is making a connection between the reclamation of place that occurs over a period 
of absence and how we recollect these moments of place, found in the subject. 
This is primarily an explanation of why we need rules of place in a Memory Palace. 
It is clear Quintilian, who Yates refers to as 'an eminently sensible man and a very 
good educator, [who] was the dominating teacher of rhetoric in Rome in the first 
century A.D,' (Yates 1966, 21) is referring to a simplified inquiry into artificial 
memory, thereby explaining this through the importance of place. 
In regards to the artwork, mnemonic images visually recall the experiences of the 
hospice, which in turn commit objects that rely on a place to convey narrative. The 
places of these particular images are vital in presenting such visuals. Quintilian 
understood this importance of place by developing his simplified system, which 
relied so heavily on places and less on complicated rules for things. 'Things' 
focused on two parts: memorable images and the location of these images. The 
rules of things were divided into sub-categories: rules for words and rules of things. 
The purpose of 'things' was to help recall the subject. 'Things are thus the subject 
matter of the speech; 'words' are the language in which the subject matter is 
clothed.' (Yates 1966, 9) Listings of these suggestions are: 
1. Images must be memorable. 
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2. Two kinds of images exist, res - image for things, verba - image 
for words. 
3. Images must not be ordinary. 
4. Images must be easily identifiable. 
5. Images must be inserted into a mnemonic space. 
In Roman mnemonic systems, images were, from all accounts, representative of 
human experience. Yates concurs, saying that based on the Simonides account 
'the human images were an integral part of the Art of Memory which Greece 
transmitted to Rome.' (Yates 1966, 27) If all of the images located in Roman 
treatises were to have one common element, it would be the depiction of human 
interaction of a striking nature, or imagines agents. An example of this is The 
Lawsuit Image as found in the Ad herrenium, which states: 
We shall imagine the man in question as lying ill in bed, if we know him 
personally. If we do not know him, we shall yet take someone to be our 
invalid, but not a man of the lowest class, so that he may come to mind 
at once. And we shall place the defendant at the bedside, holding in his 
right hand a cup, 'in his left, tablets, and on the fourth finger, a ram's testicle. 
In this way we can have in memory the man who was poisoned, the 
witness, and the inheritance. (Ad herrenium, Ill, xx, 33) 
Equally bizarre were the other images featured throughout Ad herrenium, which 
include the second and third images, The Sons of Mars. Here, the violence inflicted 
towards Domitius becomes the memorable experience, thus the experience 
depicted in the second image tells a story, which becomes the narrative. Domitius 
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is the character of the story, who is persecuted by the villain, Marcii Reges. Ad 
herrenium describes this as: 
Domitius, raising hands to heaven while he is lashed by the Marcii Reges 
that will represent "lam domun itioneum reges" (and now their 
homecomings the kings); in the second (locus), Aesopus and Cimber, 
being dressed as for the roles of Agamemnon and Menelaus in lphigenia 
- that will represent "Atridae parant" (sons of Atreus, are making ready). 
(Ad herrenium, Ill, xx, 34) 
These images are merely indicators that teach us what types of items might be 
inserted into mnemonic space. A common element found within all images of 
classical mnemonics, not just in Ad herrenium, are the components of the image 
itself. The Lawsuit Image not only describes these two characters, but also tells us 
what is located on and around these particular characters. Overall, the vast 
collection and deviation of images represented in mnemonic literature suggest that, 
in some capacity, an unusual level of images may appear odd or 'striking'. 
In determining what rules will be adapted to the artwork, I have simplified both the 
rules for images and places into key perspectives, which approach the display and 
content of the artwork through a spatial theme. Given that these rules indicate a 
method of recollection whereby objects and places are remembered spatially 
through an ordered chronology, the creation and presentation of artwork adheres 
to this so as to present a type of working mnemotechnique in a gallery setting. 
The following is a list of rules for things and places that congeals ars memoriae 
traditions in regards to the content and display of artwork. 
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New Rules of Place 
• Artwork will be displayed in ordered places within a gallery environment. 
• The gallery space will be darkened. 
• The particular places will be divided into chambers. 
New Rules of Things 
• Images displayed inside each chamber will be striking. 
• The order of the artwork will correspond to a chronology of the hospice 
narratives. 
• Images will depict a relationship between scale and memory. 
By establishing these new rules, the artwork is anchored to philosophical and 
historical foundations of artificial memory. In Chapter 3, I will establish perspectives 
of remembrance in relation to the hospice narratives, and search for a relationship 
between scale and memory. 
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Chapter 3: Memory 
This chapter will examine the structure of memory and how these ideas can relate 
to the development of the visual project. To this end, I will aim to establish three 
points: first, that memory is divided into three parts: the ability, the process and the 
product; second, that recollections are typically prompted by the entities and 
structures that we find in our immediate sensed environment, and third, how 
changing scale might alter our perception of memory. 
One might argue that to characterise the process of memory is a relatively 
straightforward task when considering the mind as a 'house' and that the act of 
memory involves three steps: witnessing, capturing and storage. Through the act 
of remember it is often a revisualising of stored experience, not unlike a 
mnemotechnique. Throughout this project I have considered memory in context to 
a building that evidently is a reflection of myself. McCulloch House becomes the 
shelter of memories of my father's death. 
From this perspective, the types of memory located in this structure are varied. 
Autobiographical memory presents the past from our own perspective; episodic 
memory locates specific moments or episodes in time; procedural memory tells us 
the recollection of procedures; association memory reminds us of experiences by 
associating an object, image, or memory with that of another; false memory is a 
recollection of an experience we believed to be true, but did not actually occur; 
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while repressed memory is the account of an experience that remains hidden until 
probed. 
Governing this is the ability of memory, the neural 'battery' thafgives us the 
capability to commit, retrieve and file experiences. It also gives us an awareness of 
remembering something, to consciously recall a moment in time. 
The ideas of this investigation, however, are not primarily concerned with the ability 
of memory as such; it is focused on an understanding of how we grasp the past 
through spatial and experiential means and to what modes of articulation can we 
understand memory. The artwork engages this idea by a revisualisation of memory 
through the hospice narratives. 
Our perception of the things and places with which we interact and move through, 
like the hospice, for example, is more than just a matter of process and function. It 
is rather a question of emotion that responds to the experiences we witness and 
then later recall. This is what the artwork is trying to say to the viewer. It reflects 
emotion from my experiences of Mcculloch House and those, which are felt when I 
recall these particular moments. Although the Art of Memory is specific in terms of 
rules and ordered spaces, the ideas behind this allows us to grasp things and 
locations so as to give rise to emotions and experiences that engage with our own 
sense of place in the world. 
25 
If one thought of a Memory Palace as a reflection of self - the congealing of 
experiences located in spaces - then the things we import into this reflect and 
also, to some extent, define our identity. Bachelard explored this idea in much of 
his work on memory. He uses the house as a representation of self whereby rooms 
and spaces are locales to store and categorise our emotions and memories in 
saying that: 
Of course, thanks to the house, a great many of our memories are housed, 
and if the house is a bit elaborate, if it has a cellar and a garret, nooks and 
corridors, our memories have refuges that are all the more clearly 
delineated. (Bachelard 1994, 8) 
What Bachelard evokes in this passage is the constitution of self through memory 
and the concretisation of memory in space, place and location. The house is not 
merely that in which memories are 'stored', but in the articulation of the house, so 
are memories themselves articulated, and with them the self. Bachelard's point 
supports my idea of memories nesting within my mind as the house and thus 
' 
allows me to set up a conceptual framework for the artwork so as to view the 
visualisation of memories as experiences sheltered'within a building. A home to 
shelter my memories is constructed in the gallery space and the content of such is 
determined, in part, by this idea of 'experiencing' structure, which ultimately 
becomes a representation of self. 
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Bachelard further states, 'in the theatre of the past that is constituted by memory, 
the stage setting maintains the characters in their dominant roles. At times we think 
we know ourselves in time, when all we know is a sequence of fixations in the 
spaces of the beings stability ... ' (Bachelard 1994, 8) He refers to stages and 
houses as a means of storing experiences of the self in an ordered fashion. He is 
not only referring to memory in spatial terms, but rather in experiencing the past 
through movement. This is found throughout many of the suggestions of mnemonic 
literature and, moreover, in the ways in which we consider the past - by going back 
to it and bringing this to the present. 
Bachelard is not trying to persuade us that we are in some sense identical to our 
dwellings, but rather to invoke a way of thinking about ourselves and our memories 
that understands memory and self to be as much outside of ourselves, that is, 
outside of our skins, as the world is within us. As Merleau-Ponty writes: 'The world 
is wholly inside and I am wholly outside myself.' (Merleau-Ponty 1962, 407) For 
me, I find myself as well as my father, and the memories that make both of us, in 
the corridors and rooms of McCulloch House. In creating artworks that draw on 
those spaces, and on these memories, I am also playing through the ideas and 
concepts to be found in Bachelard and elsewhere. 
One such idea is that articulations of spatial structures are also an understanding 
of self. So, the places and things depicted in the artwork become a reflection of me 
and, most importantly, a mirror of the relationship I have with my father and the 
places of these memories. 
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McCulloch House is my Memory Palace because I have a desire to maintain a 
relationship with my father. The artwork then responds to this desire where one 
might think of his presence as living through memory and in the ideas and display 
of the artwork. The way in which Bachelard constructs his analogy of the house 
illustrates how I have orchestrated and 'housed' my collection of memories 
developed further in the video images. 
One might consider memory in this form as a type of pathway between the past 
and the present. This is similar to the relationship that Proust establishes with his 
reader by his descriptive journeys. As he moves through the places of his 
'remembrance', Proust recovers the memories of the world around him, 
constituting and reconstituting - 'finding' - his own life. In this, Proust establishes 
a mirror of self, as he describes his journeys through memory, just the same as the 
experiences that a Memory Palaces can give us - a journey written and explored 
through our minds. Perhaps the artwork I have created is similar in regard to 
establishing a story that re-visualises my hospice experience. Like Proust the 
narrator, who gives us descriptions of things he has inserted into places so as to 
visualise the kind of story he wants us to imagine, so too does the artwork give the 
audience an autobiographical interpretation of the issues and themes arising from 
my own experiences. 
Proust, like Bachelard, achieves this by describing things such as a telephone, 
bicycle, book and stairwell, for example, which are then inserted into the places 
which he defines: a gothic cathedral, a town, a room. I find these spaces 
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interesting as they open up to the reader both a journey and recollections of 
moving through both physical and subjective spaces. Memory of our experiences 
within this become the 'recovery and reclamation' (Malpas 1999, 159) of the past. 
This space is similar to a Memory Palace, in which the mnemonic practitioner 
evokes memory with objects. Georges Poulet, in Proustian Space, provides an 
insight into this process as he states: 
Proust's novel has ceased to be temporal; exactly like a history of France 
in images, it is no longer a history; it is a collection of images, which, if 
brought together, furnishes a place and forms an illustrated space. 
(Poulet 1977, 103-5) 
Poulet's description is relevant to a Memory Palace, and to the ideas raised from 
the artwork. He uses the term 'furnishing a place' as if to describe a process of 
ordered placement. In particular, by mapping our memories onto objects, these 
memories become 'furnishings', manoeuvred into position and interconnected with 
the subject. 
In describing this as having 'ceased to be temporal', Poulet immediately suggests 
that to evoke memories through spatial means depends on movement. As previous 
discussion has supported the idea of movement as an integral part of memory, 
Poulet's concept of space is vital for the self to become part of our memories and 
the ways in which we recall, and engage with, experience. 
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Given this, Proust's work uses movement as the foundation to establish his 
reclamation of memories. To do this is integral to our own grasping of memory and 
how the self, from its mirror, can be seen through structures we choose to house 
the past. Further, returning to Bachelard's perspective brings this mirror of self 
back into the house so as to anchor our emotions and intimacy within the shelter of 
our memories. He states: 
Transcending our memories of all the houses in which we have found 
shelter, above and beyond all the houses we have dreamed we lived in, 
can we isolate an intimate, concrete essence that would be a justification 
of the uncommon value of all our images of protected intimacy? 
(Bachelard 1994, 3) 
Here, Bac;;helard defines a space - his 'protected intimacy' - that I suggest might 
describe a mnemonic space. Our memories are very private experiences created 
by engaging and moving through the places that surround us. Mnemonic space is 
our own private world as it belongs to no one else. It is unique. The content inside 
this space is autobiographical from the mere fact that we experience memories 
from our own perspectives and although alternative or corrupted memories may 
change the way we view the past, false memories for example, the fact remains 
that memory will always be personal because it is a record of experiencing the 
world in our own terms. 
All experiences located here - the objects, sensations, emotions, places and 
perceptions - originate from our sense and experience of being. Our cherished 
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memories - sometimes happy, sometimes sad - are like secrets we hold within 
our subjectivity. These connections with the past, and to the experiences we re-
visualise, are 'protected intimacy'. This idea is reflected in artwork in so much as 
intently making each individual work vulnerable and naked in order to take the 
viewer through a journey into the private and intimate moments I recall. It would be 
pointless to intellectualise memory through the artwork without giving some sort of 
emotional response, after all, the memories of the hospice are emotional and to 
relive them is an emotional task. Without this feeling of vulnerability, the artwork 
might become less personalised and detached, which is self-defeatist when one 
considers the whole point of this investigation is an examination of how the 
intimacy of memory can be evoked through scale and the moving image. 
In bringing this idea to the artwork, the desires we have to recall the past also are 
influenced by the ways in which we respond to our surroundings. If I insert into a 
room a collection of objects into a room that remind me of my father, I would form a 
relationship with these items because they prompt memories. For example, I 
associate McCulloch House with death. The building is a trigger to an event 
located in my past. Yet, to someone else unaware of the hospice, their association 
when viewing this building, if any, may not be the same as my own perceptions. 
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Fig. 2 Shaun Wilson , Exterior view, of McCulloch House Palliative Care Hospice, 
· Monash Medical Centre, Melbourne, May 2004, digital photograph, 2004. 
A window of the hospice, or the shape of the roof, or the colour of the red brick, 
may trigger a memory specific to the past, linking narrative with object. However, 
these associations differ from my own memories. The principles of 
mnemotechniques are homogen.ised, but the way we emotionally interact with 
things is individualised. 
If one considers the objective triggers of memory nesting within the dwelling 
places with which we inhabit, that resonate through corridors and attics, stairwells 
and rooftops, our world becomes a place filled with things and places that prompt 
memory. My childhood home is this kind of place. Every part of this dwelling, from 
its architecture to the objects placed within it, contains triggers that remind me of 
the past. However, if memory association, such as how my parent's house prompts 
my own recollections , is measured in terms of changing the scale of things , how 
does th is then change memory? 
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If one considers enlarging a banana to a gigantic size, the perception of the object 
would change. No longer would it remain a banana, but a copy of a bar:iana bigger 
than ourselves and thus more powerful. Therefore, the object is no longer small 
enough to fit into my pocket and travel about with me. It looses its mobility and 
therefore becomes monumental. If I were to miniaturise the banana, it would also 
change the way I perceive and relate to the banana. It would be an object of 
curiosity. This points to a way of thinking that might consider the miniature as a 
means of determining how we see ourselves in relation to the outside world. 
Susan Stewart, in On Longing: Narratives of the Miniature, the Gigantic, the 
Souvenir, the Collection, raises this point in saying that scale is a mode from which 
to compare ourselves, as she states: 
Just as the miniature presents us with an analogical mode of thought, 
a mode which matches the world within world, so does the gigantic 
present an analogical mode of thought, world without world. 
(Stewart 1993, 7 4) 
We can see that scale changes our modes of engagement to what we perceive 
around us. In nature, we understand that size often dictates our power over things 
that are smaller than we are. To upscale an object to the gigantic is to loose power 
whereas to miniaturise is to regain power because we are bigger. 
In the same respect, we can view an overall perspective when things are small but 
when things are large this restricts our view. In terms of memory, scale is used to 
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bring about these ideas of empowerment in relation to how we compare our size 
with something else. A memorial is one such place. These spaces, often a building 
or public sculpture, are revered spaces with the purpose of reminding us of what is 
lost. The memorial acts as a way of justifying this absence by replacing a loss with 
something else in its place. 
In the historical sense, a memorial is a purpose-built construction to remember and 
honour the dead. For example, the Egyptian pyramids, such as the Giza and the 
Senusret shrines, are structures where burial chambers for the Pharaohs reminded 
future generations of their legacy and therefore bounded the memory of each 
Pharaoh to a place characterised by a type of building. From the perspective of 
artificial memory, there is little difference between Roman Memory Palaces and 
Egyptian pyramids because both structures are used to house objects that prompt 
narrative. Our desire to construct such dwellings to remember the past is 
discussed by Peter Tonkin and Janet Laurence in Space and Memory: a 
Meditation on Memorials and Monuments, in which they state: 
The recent search for meaning is genuine, and is once again felt across 
the community. It can be seen as a response to our challenging times 
and their complex issues, but it is also a craving for immortality - the 
desire to make an event live beyond the life of those who were affected 
by it. (Tonkin & Laurence 2003, 48) 
They suggest here that our desire for immortality goes as far as holding onto the 
past and, as a result, the rise of the memorial is attributed to this need. We 
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understand these spaces are built by the living to 'immortalise' an event of the 
past, but they are also designed to safeguard the future of those entombed. 
However, it is the desire to grasp this event and preserve its memory that I relate 
back to artificial memory. Architecture and spatial design becomes a base to 
express and visualise this desire - a building, a statue, a gravestone, or a plaque, 
for example. 
The underlying issue about memorials is absence. If there were nothing absent 
from the present we would not have a desire to build memorials in the first place. 
'Memorials are spaces of dreaming, reflection, not otherwise accommodated in our 
market-driven world. They present what is absent.' (Tonkin & Laurence 2003, 48) 
Perhaps this is a spatial issue, in that we experience absence in memorials by 
moving through or around them in such a way as to grasp the experience in terms 
of self. This may explain why memorials are solemn places often experienced in 
silence as the understanding of these locations is attributed to absence, which is, 
of course, characterised by silence. 
Through scale, we can make very big things have authority and history, a war 
memorial for example. The larger the structure, th'e more it exteriorises 
remembrance; we share a memory with others as the self becomes a collective 
self and a collective memory. Yet, reverse scale from the gigantic to the micro and 
suddenly we find our memories become interiorised and therefore intimate. An 
example of this is found in the souvenir, as Stewart states: 
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The souvenir ... is intimately mapped against the life history of an individual; 
it tends to be found in connection with rites of passage (birth, initiation, 
marriage, and death) as the material sign of an abstract referent: 
transformation of status. Such souvenirs are rarely kept singly; instead, 
they form a compendium that is an autobiography. Scrapbooks, memory 
quilts, photo albums, and baby books all serve as examples. (Stewart 1993, 
139) 
Stewart raises the idea that the souvenir is a device representing narratives 
brought to the miniature through tradition. The fact that we collect such items to 
remind us of a person or of a place we may have visited before signifies a desire to 
remember. In broader terms, a souvenir is a reminder of somewhere else. 
Decorative spoons, plates, and salt and pepper shakers all can prompt our 
memories of other things, but our perception towards these things change when 
particular items remind us of the dead. Yet, often the souvenir is a miniaturised 
object, which allows us to grasp smallness from a private understanding as if a 
portable memorial. 
This portability allows us to interact with the miniature and engage our memories 
freely. For example, large things are often site specific, which only allows us to 
anchor our memories to one particular site, but through a portable, accessible 
object we can bring our memories to an item and take it with us wherever we go. 
An example of this is seventeenth century miniature paintings, especially those that 
flourished in the court of Henry VIII, and the work of artists like Holblein and 
Hilliard. 
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Miniaturisation allows the self to grasp the past and in turn evoke such memories 
through associations we make between things and narrative. A type of memorial 
that allows us both an interiority of the personal and the exteriority of the collective 
is the Stations of the Cross. 
Traditional 'stations' are low relief religious dioramas that re-visualise the narrative 
of Christ's journey to Calvary. As the viewer moves from one station to the next, 
this narrative spills over to the following station and is immersed in delivering an 
image committed to a place. Late Renaissance Memory Palaces, such as the 
buildings suggested by Matteo Ricci in Jiffa, achieved similar effects in that his 
mnemonic images followed a journey which Ricci himself thought of as an 
invitation for viewers to familiarised themselves with so as to follow a the path to 
Christianity. Both the Stations of the Cross and Ricci's images allow the viewer to 
memorialise each station as they move from one to another. From here, we are 
presented with a memorialisation of each part of a narrative located in the Bible. 
This process is similar to the display of the artwork. Each image presents the 
viewer with a chronological journey through the hospice narratives, moving from 
one image to the next in and around chambers inserted into the gallery space. The 
process of following this journey operates on the same principle as the Stations of 
the Cross in that the viewer moves through a space to witness ordered images. 
What I find interesting here is the association of the subject with a memory of the 
subject. Narrative of the journey engages a technique similar to a mnemonic by 
linking what we remember from one image to the next. As Cicero moved through 
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his Memory Palaces and linked objects with the subject of his speeches, so too 
does the viewer by a linkage of memory and the subject of the journey. 
When bringing these ideas to the artwork, what has been important as far as re-
visualising the hospice narratives is the understanding of the subject in terms of 
space and self. What I have established here are three things: first, that memory is 
the revisualisation of the subject stored in the mind; second, the storage of 
memories can be likened to a house that becomes part of the self; and, third, how 
we engage within this house and with memories can be changed through scale. In 
the next chapter I will explore issues of scale and further develop ideas that 
contribute to the artwork. 
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Chapter 4: Scale 
The first recorded attempt to construct a Memory Palace from physical material 
occurred in Venice during 1532, when Giulio Camillo built a miniature memory 
theatre. Unlike other memory theatre designs around this time, such as De Witt's 
Swan Theatre and Globe Theatre , Camillo's dwelling (Fig.3 below) depicted a 
theatre hall able to be installed into the most modest of rooms due to its 
miniaturised dimensions. 
Fig.3 The Memory Theatre of Giulio Camillo. 
The purpose of this was to represent a mnemonic room, not a traditional Memory 
Palace as such , but rather a space that illustrated a mnemonic system. The theatre 
audience was often a sole spectator moving through a collection of mnemonic 
images and places in numerical order. The spectator of this theatre stood on the 
stage facing where the audience would normally sit. Here, it was assumed that the 
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Hermetic imagery would help the student discover Camillo's magical memory 
system. This can be seen in Fig. 4. 
Fig. 4 A diagram of the stage section of Camillo's memory theatre. 
Other memory theatres emerged in the late Renaissance, notably the one 
designed by English Hermetic philosopher Robert Fludd. His memory system 
included a theatre based on the Shakespearean stage, which became the 
foundation for his mnemonic design. Both Camillo and Fludd used the 'theatre as a 
memory place system for memory for words and memory for things.' (Yates 1966, 
331) What differs here is that Camillo's theatre was constructed in scale, which, 
unlike the various Art of Memory systems developed over the centuries, was 
unique to mnemonic practice. 
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Camillo's theatre was a scaled wooden version of 'the Vitruvian classical theatre 
but [in] adapting it to his mnemonic purposes.' (Yates 1966, 337) He created an 
intricately crafted miniaturised environment which Yates described as representing 
'the order of eternal truth; in it the universe will be remembered through organic 
association of all its parts with their underlying eternal order.' (Yates 1966, 338) 
Yates further states: 
The theatre rises in seven grades or steps, which are divided by seven 
gangways representing the seven planets. The student of it is to be as 
he were a spectator before whom are placed the seven measures of 
the world 'in spettaculo', or in a theatre. (Yates 1966, 338) 
Integrated through the seven steps and columns were cosmological references, 
popular in Renaissance Art of Memory, which link to heavenly symbols and 
pictures where 'the basic images in the theatre are those of the planetary gods.' 
(Yates 1966, 144) 
Under these images were box-like containers filled with hundreds of pages 
reproducing Roman speeches, such as those by Cicero. Yates describes, 'He 
[Camillo] had hit on a new interpretation of memory for 'things' and 'words' by 
storing written speeches under the images.' (Yates 1966, 144) 'This of course was 
to reinforce Camillo's idea that his memory system was 'organically geared to the 
universe.' (Yates 1966, 145) 
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In a letter dated 1532, Viglius Zuichemus wrote to the nobleman Erasmus, where 
he describes viewing Camillo's theatre: 
The work is of wood, marked with many images, and full of little boxes: 
there are various orders and grades in it. He gives a place to each 
individual figure and ornament, and he showed me such a mass of 
papers ... He calls this theatre of his by many names, saying now 
that it is built or constructed mind and soul, and now that it is a 
windowed one. He pretends that all things that the human mind 
can conceive and which we cannot see with the corporeal eye, after 
being collected together by diligent meditation may be expressed by 
certain corporeal signs in such a way that the beholder may at once 
perceive with his eyes everything that is otherwise hidden in the 
depths of the human mind. And it is because of this corporeal looking 
that he calls it a theatre. (Yates 1966, 145) 
This description raises two issues: the use of scale to illustrate a mnemonic space 
and the incorporation of physical material to construct a memory system. From 
both perspectives, it becomes clear on Camillo's part that smallness transcends a 
narrative which, according to the images and places he inserts into his memory 
room, tell the story of what the philosopher is trying to convey - in this instance that 
the universe will be discovered through the magic of this Hermetic memory system. 
This differs from the classical Memory Palace, which exists purely in the mind. 
Camillo breaks mnemonic traditions by including physical material in the 
construction of his space. At this intersection, I suggest Camillo's theatre is 
relevant to the artwork in that scale introduces both a vehicle for narrative and a 
mode of understanding the memories and emotions we bring to the subject. 
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I find that the miniature is, on the one hand, a tool that conveys a story or journey 
without using words and, on the other hand, a reproduction of something else 
much larger than its copy, by which exists a linkage between fascination, nostalgia 
and memory. Stewart states that 'the miniature typifies the structure of memory, of 
childhood, and ultimately of narratives secondary (and at the same time causal) 
relation to history.' (Stewart 1993, 172) 
What delineates the Camillo theatre from other mnemonic designs, such as 
DeWitt's Swan and Globe Theatre is, of course, miniaturisation. Camillo was not 
only creating a memory system that, unlike Renaissance ars memoriae 
cosmological traditions, rejected the standard diagrammatic features but created a 
new interpretation of grasping a memory system in terms of interactive spatial 
design. The viewer imagined moving through Camillo's system by means of 
articulating the physical space that surrounded them according to his draws, 
symbols and maps. What is interesting about this design is the way in which the 
participant might engage the physical space of the miniature by associating 
miniaturised objects with their memories. The participant was required to use their 
memory to locate and memorise instructions inside draws located on the stage in 
much the same manner as modern memory games, which aim to identify and 
locate images through memory. 
This idea of mapping objects with memories and in turn experiencing these things 
through an engagement of movement is not unlike the artwork developed in Part 3. 
43 
A key factor that emerges here is the kind of relationship that we form with the 
miniature and how this is defined by memory. 
During the Renaissance, the European aristocracy embraced an urge to collect 
and display objects stored in enclosed spaces called 'Wunderkammers' (cabinets 
of curiosity). Here, the art of collecting things and placing them in ordered spaces, 
like objects inserted into Memory Palaces, became fashionable from the sixteenth 
century onwards. Barbara Maria Stanford and Frances Terpak, in Devices of 
Wonder: From the World in a Box to Images on a Screen, state: 
In the 1550's a new kind of collecting emerged among wealthy Europeans as 
they confronted the explosion of knowledge following the discovery of distant 
lan-ds and new, basic scientific principles. Emperors, princes, nobles, and 
merchants assembled paintings, precious objects, scientific instruments, games 
and natural wonders to create individualised microcosms. (Standford & Terpak 
2001) 
The display of miniaturised things and places, and things in places, especially 
those found in early Wunderkammers, highlight a fascination with smallness to 
what Stanford and Terpak include in their discussion. However, to grasp 
miniaturisation in terms of a 'desire' - an action which travels deeper than just to 
'peek' into a microcosm - we must first consider, and thus come to terms with, 
what we bring to the miniature in order to embrace our perceptions of scale. 
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To explain this, consider how this fascination leads us to smallness with a sense of 
wonder through voyeurism, in that we are always observing the model - it does not 
watch us, we watch it. 'The urge to create small worlds, however, is primordial. 
Humans seem genetically engineered to want to simulate the terrain of life and to 
see the world in miniature, or preserved as if in a time capsule .' (Small World: 
Dioramas in Contemporary Art 2002) 
This urge delineates our associations with voyeuristic preoccupations whether it be 
a previous fascination with the miniature (train set and model kit enthusiasts, in 
particular) that defines how we perceive an object(s), or even a specific memory 
that is prompted by the subject. 
Fig . 5 Shaun Wilson , Miniature Train Set House, 2003, video still. 
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This might occur in childhood as we become familiar with the miniature by 
interacting with the toy. Often we find our early childhood years interacting with 
miniaturised objects - train sets, dolls and figurines, farmyard sets and animals, 
dinosaurs ·and soft toys, vehicles and domestic recreations - discovering what 
exists throughout the world by smaller recreations of places and things. We 
integrate these scaled objects with memories of our past and, in doing so often 
associate the miniature with our past. For example, I experience a distinct 
sensation of nostalgia and reminiscing for my childhood when I view a train set. 
Moreover, when I see the components of my childhood train set, which my father 
built - the Europeanised farm buildings, country houses, train stations and 
industrial locales - I bring the memories of him, and that of my childhood, to these 
objects. 
By bringing memory to the miniature, as found in the aforementioned cases, we 
find two different factors: the physical material of the miniature and the subjects 
which the miniature copies. We see this in Camillo's theatre by the creation of a 
theatre space and the memory of the space of the Vitruvian theatre. It is not that 
the spectator inside this reproduction is physically viewing two spaces; rather, the 
space is more a second-hand version of another. Scale is used here as a translator 
to reproduce a copy. The spectator of this witnesses a physically reinvented space. 
Memorialisation works on the same principle. As we remember, we are not 
witnessing an event; it is an experience of a reinvented subject that recreates the 
event we seek to recall. 
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This process governs the relationship I share with my childhood train set. Through 
miniaturisation, we can grasp the physical world and recreate it much smaller. 
Stewart further comments: 
There are no miniatures in nature; the miniature is a cultural product, the 
product of an eye performing certain operations, manipulating, and 
attending in certain ways to, the physical world. (Stewart 1993, 55) 
Historically, the physicaL world represented through scale has often encountered 
nostalgia in human ritual. One such miniature is the nativity set. Found in churches 
and shopping centres, homes and parks, this iconic miniature has established its 
place through Christian tradition and festive commercialisation. I link the Creche to 
memory in that its subject recreates the biblical story of Christ's birth and, in doing 
so, becomes part of the homogenised Christmas celebration. We may recall this 
miniature's presence under the Christmas tree from last year and the year before 
that- which, in turn, can congeal our n:i~mories onto the object located in the 
present. This can link to old memories of childhood or those who once celebrated 
Christm~s with us, in the past, but are now absent in the present. Here, the nativity 
set can reflect our emotions mapped onto its objectivity. 
From understanding the story, the nativity set is measured in terms of narrative by 
visually expressing a story, which can be told in various ways by inserting objects 
into a place. 'Arnolfo di Cambia is credited with creating the first known creche, 
which was made of wood, in Rome during the later half of the thirteenth century.' 
(Parente 2002) Although these original scenes were often crafted in full size, 
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miniaturised creches became popular after the Renaissance. While modern nativity 
sets are much smaller than their medieval ancestors, what has remained the same 
is the content of narrative, which presents the viewer with individual figurines that 
recreate the nativity. These characters are placed randomly in and around (most 
often) a stable with instructions of where each figure is to be positioned, located in 
biblical accounts of the New Testament. 
On closer examination, this process mimics a Memory Palace - a building (the 
stable and manger) houses a collection of objects inserted through an order (the 
order of appearance of the characters in the nativity story) onto a locus. Here lies 
the richness of our memories that we associate with an identity. The most personal 
recreations and emotions found in the subject can associate with these miniatures, 
whether found near a Christmas tree, displayed in shop windows or manoeuvred 
into the intimate corners of a place of worship. 
Other examples include the doll's house (Fig. 6), a relative of the nativity miniature. 
'We can see its origins in the creche, which we find from the Middle Ages on, 
particularly in Naples and Marseilles.' (Stewart 1993, 61) 
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Fig . 6 A wooden doll 's house; a distant cousin of the original Austrian seventeenth 
century tabletop miniature houses, 2004. 
The modern adaptation originates from seventeenth century Austria, where 
recreations of houses sat proudly, even boastfully, on display. These declarations 
of wealth and status eventually became a teaching aid for young girls to learn the 
art of domestication. Philosophically, these rooms are furn ished and accessorised 
in reinvented spaces, which replicate the interiority of a house, thereby engages 
the process of a Memory Palace. It is not that these are small versions of real 
things, they are recreations of larger things that are scaled down. 
The interior of this miniature dining room housed objects that mimicked a real 
dining room just as the miniature kitchen housed objects, copying those found in a 
real kitchen , and so forth. The observer of the doll 's house can be reminded of their 
own knowledge of what a dining room or a kitchen resembles , and the purpose of 
these rooms in the physical world . Moreover, the experiences and memories of 
interacting with the various rooms inside the doll 's house may be projected in 
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deciding how these miniatures are inserted - their placement and order - into the 
spaces of the h?use. 
Another type of miniature that emerged around the same time was the 'ship in a 
bottle'. These objects became popular during the seventeenth and eighteenth 
centuries, originating in Europe. Sailors and seafarers offered brothel keepers and 
publicans handcrafted miniature ships inserted inside glass bottles that served as 
currency in exchange for alcohol and prostitution. As a result, 'ship in a bottle' 
collections became popular during that time, especially with establishment keepers 
in coastal towns and cities. In fact, many of these bottles still survive today. Model 
boats, often carved from memory, featuring the various ships that each sailor had 
travelled with, were housed in glass bottles. These miniatures were 
autobiographical journeys, similar to a diary, which told a story with an object in 
relation to a place. 
Like tourist souvenirs such as the snow dome, military dioramas, and ornamental 
clocks, narratives told through the miniature constitute a recreation of experiences 
bound by geography. We only have to visit a shopping centre to find these 
narratives. My local pet store sells miniature fish tank accessories which include 
scaled shipwrecks that bubble, treasure chests that open and close, and dancing 
deep-sea diver figurines. The objects are inserted into the fish tank (place), which 
in turn, creates a story. 
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Yet, no other miniature I am aware of presents such a powerful narrative as the 
miniature guillotines sold in France during the late eighteenth century. 
The issue at hand is not so much the miniature guillotine itself but rather, the 
narrative behind what the object is recreating . Reminiscent of the Lawsuit Image 
found in Ad herrenium, the guillotine as an image appears striking because of the 
imagery we conjure in our minds of mass executions during the French revolution. 
What a presence this miniature must have contained during the time of its 
popularity, whereby the memory of those who witnessed these executions would 
certainly map onto the miniature itself. 
Fig. 7 Replica of an eighteenth century French miniature guillotine, 2004. 
Stewart tells the story of Goethe, who, in 1793, 'wrote to his mother in Frankfurt 
requesting that she buy a toy guillotine for his son , August. This was a request she 
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refused, saying that the toy's maker should be put in the stocks.' (Stewart 1993, 
58) In any case, the strength of the narrative and implication that this tiny guillotine 
stirred in people is an example of memories linked to an object. It is what this 
object reminds us of that renders our perception of the object. 
History is another tool of narrative. If a miniature flying saucer, for example, was 
placed next to a model of the space shuttle Challenger, an individual who was 
familiar with the explosion of the space shuttle in 1986 may find a distinction 
between the two. The flying saucer is not a reproduction of something else, more a 
fantasy toy that is based on an idea of space flight. However, the model of the 
space shuttle can be associated with the events of both the space shuttle 
Challenger (1986) and Columbia (2003) exploding. We perceive the Columbia 
model (Fig. 8 below) with a conviction obviously lacking in the flying saucer 
miniature because we know, based on what we perceive, that the space shuttle is 
real and the flying saucer is, of course, fictive. What tells us that the space shuttle 
is real is based on our memory of hearing or witnessing a record, such as 
photographs or news footage, of this particular event. Thus, our memory plays a 
part in determining how we perceive the world around us. 
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Fig. 8 A scale model of the Space Shuttle Challenger, 2004. 
Fig.9 The Space Shuttle Columbia exploding after lift-off, 28 January 1986. 
In terms of absence, we understand that the Columbia and Challenger, and indeed 
their crews, are no longer with us. This understanding is, of course, brought to the 
Challenger model; hence, a feeling of absence and loss can be interpreted through 
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the model. It is not that this model itself contains sadness; rather, it can remind us 
of a tragic event, which is a contributing factor to the type of narratives placed onto 
specific objects. 
It is ironic to view a miniature that depicts something that is no longer here, such as 
the Titanic, the Hindenberg airship or the New York World Trade Centre. They are 
reproductions of real things , often interlaced with real events. 
Fig .10. Terrorist attacks on the New York World Trade Centre Towers, New York, 
2001 . 
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Fig.11 Architectural model of the New York World Trade Centre Towers, 1969. 
The emotional power this often contains , like the French guillotine miniatures, 
makes scale integral to narrative. The original architectural models of the New York 
World Trade Centre Towers (Fig.11) are a good example. To witness the 11 1h 
September attacks live on television was as equally horrifying to me as watching 
my father die. Thus, by linking miniatures with the hospice narratives, I create a 
visual play between an event and the re-visualisation of the event, articulated 
through the self while at the same time collectively sharing an individualised 
response. This is what gives images depicting the miniature, orientated through the 
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artwork, a presence . It is obvious these particular miniatures are scaled models 
from a train set, but understanding that someone who built these is now dead gives 
a presence to the imagery not possible from a fictive base. This is the same as if I 
were to view a model of a German tank created by someone who witnessed their 
house bulldozed by that very type of tank in real life. 
Further, the war diorama is a strange menage of scale , history and memory. More 
or less, the hobby war diorama is a collection of model 'bits' assembled into a 
singular tableau often constructed in childhood and adolescence. Conventional 
war dioramas lend themselves to a distinct time frame whereby aesthetics are 
measured in terms of historical accuracy. Moreover, they act as a mode of 
articulation that evidently allows us to compare what we see in the model with what 
we experience throughout our daily lives. 
Fig .12 A Second World War diorama modelled in 1/351h scale, 2004. 
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What is disturbing about this kind of diorama is that the context of war and killing is 
often secondary to achieving aesthetic realism from miniaturisation. This uneasy 
presence is evident in military model kits found in hobby stores in terms of the 
modeller disengaging from the subject matter in order to construct realistic, scaled 
down versions of actual events. I suggest that this example illustrates how we can 
perceive scale in ways that create tension within the miniature, especially those on 
display at the Australian War Memorial (AWM). 
Divided into specific conflicts, the most impressive dioramas in their collection are 
those constructed shortly after World War I. Seven principal artists were 
commissioned by the Australian Government between 1918 and 1920 to research 
the places of battle in meticulous detail so that each diorama depicts the memories 
of places and experiences, captured through artwork, photographs and text, which 
contribute to the design and architecture of these miniatures. 
Fig.13, Mont St. Quentin, 1918 (1922), located in the Western Front Gallery, was 
the first diorama to be completed for the AWM. Constructed by Web Gilbert and 
Louis Mccubbin, this work illustrates the power of the still image. When viewed 
through its enclosure, the viewer is presented with an overall narrative. As this 
narrative is deconstructed, smaller individual stories become clear - a dialogue 
between two soldiers, the war-weary expressions on the faces of others, for 
example. It becomes a multitude of narratives inside narratives. For every story, 
there is another to be found. The viewer is suddenly drawn to expressions of pain, 
sorrow and weariness, thereby entering into the miniature from an emotional point 
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of view. This is evidence of the viewer's mapping perspectives of what the subject 
depicts onto the miniature itself. 
Fig.13 Shaun Wilson, Mont St. Quetin, 1918, 1922, Australian War Memorial, 
Canberra , 2004, digital photograph. 
Individual scenes are located inside chambers of variable dimensions inside the 
museum walls. One might argue that displaying miniatures through ordered 
chambers is simular to how Memory Palaces are constructed and experienced. As 
the viewer moves through these displays, a chronological order of battles and 
campaigns is presented to illustrate time. When I visited the Australian War 
Memorial in May 2004, the overwhelming sense of 'moving through time' was 
strong enough for me to note the spatial comparisons between these presentations 
and a Memory Palace. 
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Fig.14 Shaun Wilson, Installation of War dioramas displayed at the Australian War 
Memorial, Canberra, 2004, digital photograph. 
Other diorama displays draw on the same techniques in directing the viewer 
through networked spaces. I am reminded of the types of spaces suggested in 
Roman ars memoriae when I navigate through these particular displays. Like the 
Myer department store in Melbourne, which dedicates a themed window display in 
their every Christmas, an ordered series of chamber-like spaces follow a particular 
narrative, which is constructed and articulated through scale. 
The audience moves through the street level frontages to admire and often wonder 
at the miniaturised , and mechanised, scaled environments. This event has 
occurred every Christmas for over fifty years at the Melbourne department store. 
Generations of families have grown up with these displays, which seem to become 
more fantastic and elaborate every year. I recall childhood memories of visiting 
these window displays on Christmas Eve with my parents and cueing for hours to 
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witness the event. It has become something of a Melbourne Christmas tradition , 
whereby the scaled objects are often associated with childhood and have become 
synonymous with the festive season. When my father took me to see these 
displays in the 1970s and 1980s, he would often talk of family outings when his 
father would take him to see the same displays in the 1950s. 
Fig. 15 illustrates a particular window from the 1982 Myer Christmas display. I 
recall visiting this very diorama when, as a child , I was ten years old , and 
memories I associate with this display are mnemonic, in that specific experience of 
the past is imprinted on the image of the diorama. This is what the artwork has 
sought to achieve: constructing a mnemonic relationship with the hospice 
memories. 
Fig.15 1982 Myer Christmas window display, Melbourne. 
60 
The subject matter of these displays was often based on children's fiction, 
especially traditional fairy tales and Christmas stories. In literature, especially, 
these stories have included issues of scale and, more importantly, how scale is 
viewed in context to how we see ourself. 
Jonathan Swift, in Gulliver's Travels, uses scale as a means of understanding 
ourselves in relation to place. As Gulliver wakes up to find he is bound by ropes 
anchored by miniaturised people, he suddenly is the giant, and thus perceives his 
immediate surroundings as small. Swift states: 
... when bending my eyes down wards as much as I could, I perceived it 
to be a human creature not six inches high, with a bow and arrow in his 
hands, and a quiver at his back ... and as for the inhabitants, I had reason 
to believe I might be. a match for the greatest armies they could bring 
against me, if they were all of the.same size with him that I saw. (Swift 
1988, 20-21) 
By this example we can see how Swift uses scale as a way of enforcing a sense of 
control over the small. Yet when Gulliver travels to Brobdingnag, his own sense of 
scale changes to become miniature when he firs~ meets the giants mu~h larger 
than his own size. Swift describes a journey into a cornfield as an indicator of his 
sudden miniaturisation, ' ... the corn rising to at least forty foot.' (Swift 1998, 98) 
Suddenly, his power is diminished by his own surrounding's and thus Gulliver 
becomes vulnerable. 
61 
What this highlights is how changing scale also changes our perception. Although 
the book was written as a satirical attack on his culture and times [early drafts 
omitted the author's name 'because he feared government persecution' (Gulliver's 
Travels I Introduction, 2004 )], Swift uses scale as a way of grasping the world. 
Gulliver understood he was large when articulating the size of Lilliput in relation to 
his scale, then only to be relatively small when he later encountered the giants of 
Brobdingnag. 
Perhaps at the extreme end of reduction and enlargement was Alice, in Lewis 
Carroll's Alice's Adventures in Wonderland, when she physically grew and shrank 
according to the size of the places she moved through and experienced. Carroll 
tells us that: 
And so it was indeed: she was now only ten inches high, and her face 
brightened up at the thought that she was now the right size for going 
though the little door into that lovely garden. First, however, she waited 
for a few minutes to see if she was going to shrink any further: she felt 
a little nervous about this; 'for it might end, you know,' said Alice to 
herself, 'in my going out altogether, like a candle. I wonder what I 
should be like then?' And she tried to fancy what the flame of a candle 
is like after the candle is blown out, for she could not remember ever 
having seen such a thing. (Carroll, n.d, 29). 
One might consider the passage in context to adaptation, in that Alice had to 
change her scale in order to adapt to her surroundings. One particular video work, 
Wonderland II, discussed in Chapter 9, relates to this passage because what I felt 
at the time made me aware that my own scale had emotionally changed to 
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something quite small. The memories I have of this time are based on sensations 
of alteration. My own modification of scale was derived from changing the modes in 
which I grasped my father's last week. What I establish here is that scale is not 
merely a reduction or increase of physical size but is more than that. Scale is 
experienced in both physical and emotional ways that influence our perception of 
self and the mental structures we build to store and navigate through memories. 
By all of these examples it becomes clear that scale reproduces the world around 
us and gives us a way of understanding the past from what we bring to the subject. 
It allows the artwork to represent ideas concerning the micro and macro. In using 
this as a medium, the interconnections with other sources including the moving 
image bring a greater level of articulating memory from our perceptions and 
associations. The next chapter will discuss the moving image as a mode of 
engagement and, through the idea of a filmic space, position the outcomes into a 
spatial understanding of memory. 
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Chapter 5: The Moving Image 
'When photography was invented around 1840, it was thought that it would 
appropriate the role of painting.' (Fairservice 2001, 115) As film later advanced 
what photography had already established, the narrative of 'realism' through a 
series of moving pictures gave the world a glimpse of what future generations 
would take for granted - a way of recording and then re-visualising narratives in 
real time. Suddenly, as the accessibility of film technologies made the transition 
from film studios to mass availability, the ways in which we record our personal 
histories became a mode of articulating the past and, ultimately, memory. 
One purpose of the moving image is to visualise narratives. Unlike theatre, which is 
of the moment, both film and video are more permanent. These mediums capture a 
series of animated moments in time and preserve them for as long as the emulsion 
or videotape exists. From this perspective, the moving image associates with the 
past. 
Early examples of film have a presence that modern cinema have not reached -
glimpses of the past often radically different when compared to the world around 
us. This type of footage may have survived to the present, but the characters that 
feature in these silent films have not. Places which these characters moved 
through might have vanished, or stayed the same, just as the features of these 
places - such as houses, buildings, trees and street corners - may also have 
changed. 
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Nevertheless, evident through this are the comparisons we make between the 
present and the past. The images of clothes and haircuts, vehicles and 
technologies, interiors and exteriors all date over time and become memorable. 
Over time, these films become valuable and priceless from not only an historical 
perspective, but also from an emotional vantage point. The moving image allows 
us to grasp the fundamentals of remembrance with what the medium depicts. 
From the moving image I experience a medium that establishes a visual 
relationship with memory. I am not interested in examining the medium from an 
historical perspective, as this is well enough documented in history books and film 
theory. Rather, I embrace it as a medium with which to create artworks that are 
concerned with the re-visualising the memory in regards to the ars memoriae 
traditions. I examine the medium as a vehicle of memory and the relationship this 
has with the viewer instead of developing an aesthetic that merely 'describes' an 
ability to remember. 
Emma Crimmings, in her essay Traces, from Remembrance and the Moving 
Image, suggests a connection between film and memory as she states: 
In more than a Century of the life of cinema, the moving image has become 
a means by which we preserve memory as well as explore its doubts and 
certainties. Fiction, documentary, home movies - the moving image can 
engage with all the ways in which we memorialise, witness and dream. 
(Crimmings 2003, 37) 
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Crimmings raises an interesting point about the relationship that forms between the 
viewer and film. The viewer embarks on a journey that has a narrative - intentional 
or accidental - which opens up as a kind of 'filmic' space that the viewer enters. 
This space is a locus, which allows us to import the subject, the emotions and 
memories we bring to the subject. On one level, we see a manifestation of what is 
visualised through the view finder to what I define as the view of the 'subject' and, 
on another level, we find the descriptive nature of this kind of space, which 
accounts for interlacing memory within narrative, describing these 'preserved' 
experiences that dwell in film. From this perspective, the subject and the spaces 
we memorialise are primarily descriptive. 
Filmic space plays an important part in developing artwork of the visual thesis and · 
in the experience of moving through the gallery space. It is not that this subjective 
space will become the main driver of the exhibition but, rather, it is a tool for image 
making which I seek to explore and refine. If the objective is to create artwork that 
links memory and scale through a mnemonic framework, then it is important to 
select a medium to represent scale that nof only mimics the process of memory but 
also interacts with the concept of a Memory Palace. Furthermore, it resemble~ the 
linkage found in a Memory Palace between those who desire to remember and the 
objects and places they seek to recall. 
Associated within filmic space are two mediums that present the subject - film 
and video. Film is the traditional and historical custodian of the moving image, 
whereas video, although developed in the early 1960s, is considered (until the 
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advent of digital video or DV and Hi-Definition or Hi-Def or HD or HDV) a recent, 
less expensive, and thus more egalitarian and democratic alternative to film. What 
differs between the two are the aesthetic and accessibility of each medium. Film 
consists of a lengthy chemical-based process involving exposures and developing 
that distances itself from video, which is both an analogue and a digital system in 
which images are coded onto magnetic tape or optical disk (CD and DVD). 
Technological advances in recent years have pioneered ways that allow video, and 
the digital editing process, to mimic the softer look of film and the desire to develop 
a cheap and instantaneous way to make movies. Despite this, both video and film 
possess, philosophically, an association with memory by the process and product 
of the medium. One example is the home movie as the qualities often found here 
- a sense of time, narrative and movement - are important themes for the 
artwork. Characteristics of this medium ~re far more personalised and intimate 
than a film we view at a cinema or on television. Similar to the concept of reality 
television programs, the home movie, whether captured on film or video, is a 'live' 
documentation of our own lives. The characters of these films are those we know: 
our families and friends. They document the rituals of family life, such as birthdays, 
weddings, celebrations and school concerts. Filmic records are like watching our 
own memories of such events. The artwork endeavours to take on the same 
ambience and visually recreates autobiographical memories of the hospice. 
Philosophically, the issues that arise from the home movie - identity, absence and 
memory - will link into the conceptual frame of the artwork. From this perspective, 
67 
the artwork remains a type of home movie that, like a Memory Palace, prompts 
memories of and emotions towards the subject experienced by the viewer. 
Crimmings describes the point in this way: 
Through projections in living rooms and bedrooms all over the world, 
these abundant quotidian moments are harvested, processed and 
preserved only when they are stored away in the dark, enclosed 
places - pantries, garages, wardrobes - for eventual retrieval and 
remembering in a distant future. (Crimmings 2003, 37) 
The passage taps into a fundamental part of the moving image, which interlaces 
the medium of the subject - the film - with the places where the subject is re-
experienced. The home movie is as much about the amateur documentation of 
family holidays, celebrations and candid interactions as it is about people gathering 
to view the subject. Fiona Trigg, in Bourgeois Dictionaries I Meanwhile 
Somewhere ... 1940- 1943, comments: 
An outsider can easily miss the hidden stories and secret resonances buried in 
the visual traces left by the people who capture their lives on film. Watching 
other people's home movies can be like listening to someone describing their 
dreams: occasionally striking but more often than not banal. (Trigg 2003, 71) 
Because a home movie can be a personal reflection, watching one can be like 
reading someone else's diary. The intent of this is obvious - they were never 
intended for cinematic release, only destined for the living rooms, hallways and 
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other home spaces of family and friends. The filmic spaces we enter are often 
induced from private glimpses, made with the intent of 'keeping it in the family'. 
Trigg further states, 'but who exactly are home moviemakers filming for?' {Trigg 
, 
2003, 71) Artist Peter Forgacs responds: 
They had a plan when they made these films of course, but it was not to 
put it into a cinema. They had a plan that I call a 'spontaneous subconscious 
diary devoted to eternity'. (cited in Trigg 2003, 71) 
Forgac's response is that the narrative of the artwork as being similar to a diary. As 
there will be ten images and pictures that correspond to the ten days spent in the 
hospice, one might consider the artwork as a form of diary. Like story telling, it 
seems the descriptive nature of film is perfectly suited to document a diary-based 
project. 
Even so, the purpose of the artwork is not solely to display a filmic diary. One might 
argue that the conceptual found_ation of the artwork depends on the narration of the 
story, which itself is a series enriched by diary extracts made at the time of the 
hospice experience. One only has to look at cinema to understand the importance 
of commentary that the moving images presents us. 
This will lead me to explore the medium through the artwork so as to tell the 
hospice narratives and, in effect, retrace a journey. lbram Lassaw, in his essay On 
Inventing Our Own Art, says, 'now photography and the cinema have been brought 
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to such a high state or perfection that painting cannot hope to compete with them 
in either description or story telling.' (Lassaw 1999, 379) 
One journey was contained in a dusty bag of unknown Super 8 film located in my 
mother's house. On closer inspection, this collection was the footage my father had 
filmed in the 1970s and 1980s. Thirty years after the initial filming began, I looped 
the reels into a projector and, to my great surprise, found that the flickering images 
depicted my early childhood. Twelve three-minute reels opened up my past and 
brought to life an era I almost forgot. 
The power of this imagery rests with its absence. As my father never saw the film 
(because he did not own a film-projector), this conveyed a resurfacing of lost 
memory which I associate with the subject. We might watch the moving image and 
feel an emotional response when something that is captured on film is no longer 
here - a death of a loved one perhaps. 
The temporality of film, like my father's home movies, is similar to that of the 
Proustian world, moments of experience that have succumb to the past. In doing 
so, this 'would seem that the reality of things is continually being lost, continually 
slipping away from us, continually given over to a past that, it would seem, cannot 
be regained.' (Malpas 1999, 164) 
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Fig.16 Shaun Wilson, Home movie footage of my father and myself as a toddler in 
1973, 2003, digital video still. 
The sentiments I have developed in response to my father's film are varied. I 
consider this film to prompt memories of my past. There is a deep sense of 
sadness as I long for my father and the moments we spent together. However, 
someone who does not share these memories may not feel this emotion of longing. 
My emotion is distinctly autobiographical; therefore, filmic space allows me to 
measure the past in terms of what is lost. These home movies are integrated into 
the artwork, as the emotions towards this footage of loss and absence are not 
unlike the memories I recall of the hospice. 
One example of cinema that 'moved ' audiences is located in the pre-cinema age of 
the diorama. Originally conceived by LMJ Daguerre and Charles-Marie Bouton in 
Paris around 1824, large cinema-like buildings were constructed throughout the 
world (including Australia) to display a large-scale silk painting. Light (often 
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candlelight reflected through a network of giant mirrors) was projected through the 
material via large mirrors. As the amounts of light was varied , different parts of the 
image were visible, thus creating an effect of passing time throughout the day. 
Each performance lasted fifteen minutes and was followed by a second screening 
that involved the entire theatre rotating on giant tracks to view the next image. 
Fig.17 Illustration of an interior view of the Paris Diorama, 1843. 
This is perhaps one of the first public displays of images that involved projected 
light, the same process that the moving image involves - whether through a 
projector, computer monitor or screen. The viewer experienced pictures by the 
illusion of moving through each scene as the lighting effects slowly darted and 
weaved throughout the picture plane. 
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Although the individual diorama images were not actually moving by mechanical or 
digital means, the way in which effects were created optically moved each part of 
the image through light reflection. I am interested in how a still image can move 
through the manipulation of lighting insofar as the development of images that will 
be displayed inside the gallery environment. This idea is discussed in Chapters 8 
and 9, with specific focus on to how the viewer will build a relationship between the 
artwork and the ways in which the artwork is displayed. 
Another aspect is the physical scale of the paintings presented in the dioramas. 
Like a modern cinema, where film is projected in various sizes from large to the 
gigantic (as found in I-Max theatres), the diorama pictures commanded a sense of 
dominance. The epic size of these monster paintings was only perceived as giant 
because we are smaller. Like Gulliver venturing into the cornfield, or Alice fa,lling 
down the rabbit hole, the scope of enlarging the moving image creates an impact 
that becomes ominous, almost threatening. Film, therefore is in command of the 
audience, not the other way around. Yet change the scale to that of a small screen 
or monitor and we are back in control of the subject - we are, of course, bigger. 
This is another way in which scale acts as a mode of interaction. 
In this chapter, I have developed three ideas. First, that the moving image is a 
medium well suited to present imagery that deals with memory. It is physical 
process of storing and moving animated still frames in a temporal order creates an 
ability to capture moments of the past for retrieval in the present. Second, the 
relationship between the moving image - like the places of memory - and the 
73 
viewer invite our memories to interact through the spaces prompted by the subject 
and, with this, the intimate qualities found in the home movie engages the types of 
images I wish to create. Third, qualities found in the home movie are that of a 
personal reflection of subjects we know and often love and are those which shall 
be reflected throughout the artwork. 
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Chapter 6: Artists 
This chapter will critique works of contemporary art that develop ideas I have 
established in earlier chapters. Analysis will investigate these works in determining 
how the artwork and ideas of this investigation can be positioned in context to the 
Fine Arts. 
Fig.18 Thomas Hirschorn, La Maison Commune, 2001, mixed media, dimensions 
variable . 
Common ideas found in much of the artwork to be discussed relate to the 
principles of ars memoriae. As an example, Thomas Hirschhorn's artwork La 
Maison Commune (2001) features a doll 's house comprised of fabricated rooms; 
posters of Islamic terrorist groups, candy coloured plastic furniture and multi-
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patterned wall papers are inserted into this intricately crafted dwelling as if some 
sort of kitsch display home. What separates this artwork from other commercially 
produced doll's houses is that the artist purposely positions a collection of images 
and objects into each room to form a sublime narrative, which ultimately is 
memorable for the viewer when displayed in a gallery environment. 
Kathy Battista and Mark Morris in Thinking Small, describe this artwork by stating 
that 'this nesting of scales - photographs within a doll's house within a gallery -
is central to the piece.' (Battista 2003, Morris 2003, 53) What the artist creates in 
this artwork is a combination of scales using memorable spaces. It becomes a type 
of Memory Palace, whereby objects are positioned into chamber-like spaces that 
display striking images. Indeed, one particular room confronts the viewer with a 
plastic golden couch, complete with leopard skin cushions in front of a floor-to-
ceiling poster of a young man staring at the viewer in front of an Islamic terrorist 
group banner. A dining room displays a photograph in the same floor-to-ceiling 
photograph format, this time of British Marines on patrol, which overlooks hot pink 
furniture and green felt carpet. 
What can be said of La maison commune is that the idea of constructing 
miniaturised and ordered spaces with inserted 'striking' imagery is, arguably, 
mnemonic. Moreover, images described throughout mnemonic literature are, in 
many respects, similar in context to how Hirschhorn (and other artists who use 
scale) integrates narrative into his artwork. Measured in terms of the subject's 
ability to communicate a story, pictures describe what has just happened or allude 
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to what might happen next. As found in the miniature, narratives are often created 
from the sublime characteristics of smallness in ways that can represent scenarios 
constructed with objects and places representing a near or distant past. However, 
when particular narratives familiar to us, or those with which we have an emotional 
attachment towards, are associated with such artwork, images can be perceived by 
the viewer in a mnemonic fashion insofar as a recalled experience might be 
associated with the subject so as to generate an emotional response; nostalgic, 
sentimental or otherwise. Therefore, artists, such as Hirschhorn, who use the 
miniature as a device to explore themes within the subject, instigate visual triggers 
to prompt memory. 
This establishes three points. First, that the viewer will respond to an image if it is, 
in part, familiar with something they know or recall from their past. Second, that the 
content of such images have the power to create stories within stories based on 
the power of the viewer bringing their mnemonic baggage to the subject. Third, that 
the type of image the artist constructs influences how the subject will be engaged 
by the viewer. An artist, then, has the power to create artwork that will be 
remembered if he or she uses a memorable image, as found in The Lawsuit 
Image, or a scenario constructed through narrative that appears out of the ordinary 
or, at the very least, strange. 
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Fig.19 John Timberlake, Another Country, 2000, C-print, 129cm x 129cm. 
John Timberlake, in his recent photographic series Another Country (Fig.19) plays 
with these ideas by creating 'dioramas depicting English landscapes set amongst 
simulated painted clouded skies from archival images of British nuclear tests' 
(Focal Point Gallery 2002) inasmuch epic spectacle as Daguerre's diorama 
paintings of the early to mid nineteenth century. 
Timberlake's imagery creates tension ; the viewer is caught in a moment of drama 
as miniaturised figures witness a rad ioactive mushroom cloud rising from the 
horizon . While the artist did not witness these particular nuclear tests first hand, he 
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does, however, set up a visual play that is much the same as how Cicero 
experienced his Memory Palace by recalling striking images through memory 
association. 
There is a memorable (striking) quality found in an image of a mushroom cloud. 
Timberlake uses this to an advantage. His pristine landscape settings are almost at 
odds with this bizarre additive, a sublime oddity that is so commonly identifiable 
that the viewer may automatically recognise this striking feature first hand. Like the 
Ad herrenium image The Sons of Mars, Timberlake plays with the audience to 
deliver a memorable scenario that makes it hard not to forget such an image. 
Although we, the viewer, may not have experienced the actual event referenced by 
Timberlake, our autobiographical memories of witnessing still and moving images 
of the same event leads us to respond to Another Country with a sense of emotion. 
We understand the deadly consequences of witnessing nuclear tests from our 
memory of data. The viewer is left open to import a level of emotion towards the 
figures and landscape that Timberlake portrays. One might argue that the artist is 
reminding us of an event associated with our own experience of screen-based 
data, which depicts the same image as Timberlake's mushroom cloud in order to 
gain a response from the artwork. 
Derived from our Western sense of experience and, as a society deeply 
entrenched in the technological by-products of modernity, we are, by the time of 
adulthood, exposed to tens of thousands of still and moving images that will 
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inevitably include footage of nuclear tests. Through our over-exposure to pictures 
found in the print and electronic medias, we are familiar with recent history from the 
mid nineteenth century onwards through the eyes of a camera. Therefore, to 
represent facets of human experience through the miniature is to involve the 
viewer in a process of story telling and this includes recollections of the past in 
order to respond to what we may perceive in subject of the artwork. 
The fact that Timberlake's images are a photographic reproduction of his dioramas 
further highlights a kind of 'second-handed' approach to memory that the artist 
portrays. The artwork is a picture-of-a-picture, thus a record of the original object is 
a type of a 'memory' represented as the final image. 
Fig.20 Jake and Dinos Chapman, Hell, 2000, mixed media, dimensions variable, 
destroyed by fire in 2004, to be rebuilt in 2005/6. 
This aspect narrows the ways in which the viewer can perceive the miniature, as 
perception is undeniably a key factor in responding to narratives of the small. 
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Furthermore, as Chapter 4 discussed our perception of miniaturisation in terms of 
what we bring to the object, Jake and Dinos Chapman's Hell (Fig. 20) is an 
example of how the subject can present us with images that invite memory to be a 
part of the perception of artwork 
Both artists collaborate to produce artwork that examines the themes of memory, 
zygotic myth, and human behaviour, which are often portrayed as models and 
dioramas. Hell features several glass cabinets depicting miniaturised places 
including a Nazi concentration camp in 1/351h scale, which displays over 10,000 
miniature hand-painted figures. The irony of this artwork is that it depicts a 
narrative whereby Nazi soldiers are the interned: massacred, tortured, and 
disembowelled by mutant human-like creatures. 
I suggest that Hell is similar to a Memory Palace for several reasons. Firstly, the 
striking images act in much the same manner as the Timberlake series Another 
Country in terms of how the subject prompts the viewer to recall the image. 
Immediately, I associate the subject of Hell with still and moving images of the 
Jewish Holocaust I recall from war documentaries - photographic and filmic. 
Secondly, the display of Hell features a series of chamber-like cabinets placed in 
ordered locations throughout the gallery environment forming the shape of a 
swastika. Viewers experience the artwork by walking through this space to witness 
each cabinet. Moreover, in terms of spatiality, there is little difference between 
moving through the gallery environment to witness these cabinets and moving 
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through a Memory Palace to witness objects inserted into chambers. The 
positioning of vitrines act as a maze directing the audience along pathways in order 
to experience the narratives located inside each cabinet. 
Thirdly, collections of objects are inserted into locales within each cabinet that 
characterise narratives relative to each scene. These specific things - armoured 
vehicles, electric fences, mutants and soldiers, gas chambers and huts, for 
example - all share their own narrative that contributes to an overall story as if 
separate chapters of a very complex and disturbing book. 
The way in which the viewer is left to perceive this artwork is based on what we , 
bring to the artwork itself. One might look at Hell·and be reminded of the obvious 
- War - inasmuch detail as recollections of childhood and adolescent model 
making ventures. What ever this mnemonic baggage may be, the power of the 
artworks narrative is one of its greatest strengths. Narrative is fundamental to the 
miniatures pictorial relationship with memory - after all, a memory is the past 
record of a specific narrative. Recreating these in scale is to reconfigure a moment 
in time. 
This idea of 'the moment', which is one aspect that the artwork of Ricky Swallow 
uses (based on reconfiguring autobiographical memories), in part, within his 
subjects, attracted me to use the miniature in my studio practice because of the 
mediums ability to construct three-dimensional narratives from-memory as if 
'frozen' in time. 
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Marah Braye in her essay Ricky Swallow: The Voyeur Awake, talks of the artists 
ability to capture this in saying that he 'generates tension by presenting the 
moment before or immediately following a central drama ... rather than playing 
themselves out, the scenes play themselves out.' (Brae 2001) One might argue 
from this perspective that Swallow uses the diorama as some sort of theatre, 
whereby the subject is a stage and the actors are the individual components 
inserted into places. Moreover, this can be likened to the memory theatres of 
Camillo and Fludd, as previously mentioned in Chapter 4. 
' In the artwork See the Simian Silence (Fig.21 ), Swallow depicts a scaled-down 
version of a video arcade reminiscent of teenage and early twenty-something 
meeting places. 'Tiny figures sit focussed intently on computer games in a video 
arcade' (Still Life: Inaugural Ba/naves Foundation Sculpture Project 2004) as if 
caught in a moment. This particular narrative captures a scene I commonly recall 
from my teenage years, a memory associated in my perception of the artwork. In 
effect, Swallow brings to mind such recollections by presenting the viewer with a 
contemporary shopping-mall scene stripped of colour in its stark whiteness. 
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Fig .21 Ricky Swallow, See the Simian Silence, 1999, mixed media, dimensions 
variable . 
As a teenager growing up in Melbourne, Australia , during the 1980s, Swallow 
connects with his generation - my generation -who have ultimately spent many 
hours behind the wheel of a racing car simulator as featured in See the Simian 
Silence and with this , hold many recollections of such times. The power of this 
artwork is that it evokes these memories, setting up the viewer (as found in both 
Hell and Another Country) with a series of objects to memorialise through our own 
recalled narratives. 
Like the artwork of Swallow, the dioramas of Michael Ashkin also present a 
'moment as the artist creates scaled landscapes of industrial wastelands from the 
recollections of his native New Jersey habitat. 'Ashkin likens his works to "film 
stills" . With an emphasis on "still" , his models freeze , or rather stagnate places that 
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are really stagnant. ' (Henry 1996) I find Ashkins dioramas of interest in relation to 
the artwork later developed in Part 3 because of his attention to stillness in places. 
Very rarely does he use figures in the various landscape scenes, instead , relying 
on the stillness of his desolate and barren landscapes as a catalyst for narrative. 
The audience might be left wondering what has happened in these scenes. Here, 
Ashkin uses his artwork to convey a sense of absence. There is evidence of 
human activity but the inhabitants are nowhere to be found . 
Fig 22 Michael Ashkins, No. 10, 1994, mixed media, dimensions variable. 
The stillness generated in these models is similar to the type of stillness I recall at 
the hospice. Although at times, the daily events appeared chaotic, I recall moments 
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when hours passed in total silence. There was often a quiet lull in the hospice, 
which is not unlike the same kind of stillness that Ashkin creates. 
In No. 10 (Fig. 22), the artist depicts a scaled roadside petrol station and workshop 
complete with urban features such as a Mac truck, utility vehicles and shipping 
containers. The uneasiness of this artwork is the lack of movement substantiated 
by the stationary vehicles parked on the industrial landscape. Max Henry in his 
essay Architecture as a Sculptural Paradigm, says that 'encoded in the work is a 
film-still quality with subplots on the departure of form for form's sake.' (Henry 
1996) One might consider this to be a three-dimensional photograph rather than an 
art form that has so readily captures movement. 
Janet Cardiff takes a more literal approach than Ashkin to explore cinematic 
qualities in her artwork. Muriel Lake Incident presents the viewer with a large 
wooden box mounted on steel trestles whereby three headphones are attached to 
a peephole window. The interior of this box is an ornate miniature cinema, 
complete with scaled seats and a red velvet curtain. The screen features a real 
time video projection that, without knowing the theatre is in fact only six feet long, 
gives the illusion of an up-scaled video artwork inside a real cinema. Cardiff's 
attention to detail is so meticulous that it is hard to immediately distinguish between 
the miniaturised and the real. 
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Fig.23 Janet Cardiff, Muriel Lake Incident, 1999, video projection, 5 mins, black 
and white, sound, plywood, dimensions variable. 
lwona Blazwick states in Fresh Cream, that 'to experience a recent artwork by 
Janet Cardiff is to enter a twilight zone between the objective facts of material 
experience and a cerebral journey - back to a host of memories, none of them 
your own, or forwards into a disturbing future.' (Blazwick 2000, 184) 
I am interested in how Cardiff uses the miniature and video in ways that the viewer 
is taken to a place of memory. One might suggest these places that the viewer can 
experience, such as her miniature theatres, are a type of Memory Palace. By the 
act of looking into an interior, the viewer begins to engage with a narrative that, as 
found in Swallow's work, gives rise to our own memories from the subject. Cardiff 
gives the viewer an opportunity to experience her artwork as opposed to merely 
observing it. This can be found in her recent installation Forty Part Motet (Fig.24). 
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Fig.24 Janet Cardiff, Forty Part Motet, 2000, sound installation, dimensions 
variable. 
Comprised of '40 different voices on 40 speakers [the artwork is] installed in a 
space around which visitors can walk, sit and absorb. As you move around the 
installation, different voices are heard , each singing its own harmony and 
constantly shifting your perspective on the whole .' (Coates 2004, 280) I 
'.experienced' this installation at the Australian Centre for Contemporary Art in 
November 2004 and was immediately absorbed by the epic spatiality created from 
multiple recordings of the Salisbury Cathedral Choir performing Thomas Tallis's 
sixteenth century composition titled Spem in alium. Cardiff's performance 
immerses the viewer in surround sound from every direction resonating throughout 
the gallery space. 
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Each of the forty speakers is mounted on stands in a circular formation as the 
viewer sits or walks between benches positioned in the centre of the installation. 
What the artist is creating by this is a type of audio Memory Palace. Instead of 
inserting visual images and objects into a place, Cardiff inserts a collection of 
sounds (although one might argue that the insertion of speakers into the gallery 
space quantifies an object insertion) into the space as the viewer is left to 
distinguish left and right, up and down, and too and fro. One might also consider 
that the collection of sounds has as much to do with memory as the moving image 
does given that these sounds replicate an event of the past, and re-performed in 
the present, through audio display. 
Like Muriel Lake Incident, Cardiff engages her audience with 'experiences' of 
visual and audio narratives that, of course, engage themes of memory. 'I am also 
interested', says Cardiff in her artist statement for the Elusive Paradise: The 
Millennium Prize (2001 ), 'in how an audience may choose a path through this 
physical yet virtual space.' (TATE 2001) Moreover, by creating artwork that 
engages movement - looking and moving through space - the artist creates a 
type of Memory Palace in the gallery space for the viewer to actively take part and 
engage in. This idea is something I explore through later artworks when 
formulating how images are to be displayed in a gallery and spatial context, with 
specific attention to how sounds impact on the viewer. 
Overall, the themes that these artists have established in their artwork have a 
direct influence on the same ideas that inform the artwork developed in this 
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investigation. In conjunction with other principles outlined in earlier chapters, such 
as the ars memoriae traditions, key perspectives mentioned hereafter will 
determine and influence, in part, the development of the visual research. In the 
next chapter, I will outline a methodology in order to produce the visual body of 
artwork that will engage the ideas and points of discussion already established 
throughout Part 2. 
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PART 3. THE CONTENT OF THE ARTWORK 
Chapter 7: Methodology 
Throughout this investigation I will develop the production of artwork in four stages. 
Initial artworks will be created from scaled environments (dioramas) that combine 
appropriated plastic model kits - namely, train set and military - and childhood 
miniatures constructed by my father during the late 1970s. A variety of scales will 
be used in this process. 
Materials such as foam, self-hardening clay, plaster, resin and cardboard will be 
cut to size to form the various environments. A skin made from latex and white glue 
will then be added over this layer. Additives to this will include materials such as 
flock (synthetic grass), kitty litter (used for rubble), plaster and grit. Secondary 
additives will be positioned onto the painted skin that including miniature trees and 
foliage, buildings, houses, figurines and equipment. 
Artwork will then be recorded on video. These images will illustrate a second-hand 
translation of the original dioramas, thereby mimicking the cognitive process of 
memory. Visual effects such as light, movement, shadow, colour and co~position 
will be used in relation to the pictorial subject. This will include variations of natural 
and studio lighting, day and night filming, close up views, panning and tracking, 
dolly and overhead camera movements, in order to achieve a final result. 
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Once various experiments are completed, the video footage will be digitally edited , 
into a series of video stills. This will use computer software such as Final Cut Pro 
and i-Movie. Once images are selected, they will be documented on CD-Rand 
DVD-R media using Titanium Toast, DVD Studio Pro and Photoshop software. 
Visual manipulation of the still images will occur in the video editing stage when 
using Final Cut Pro. The operating System will be MAC OS 10.2. 
The final stage of production will create ten still and moving images that translate 
the hospice narratives. This will be achieved by returning to McCulloch House 
Palliative Care Unit, Monash Medical Centre, so as to film the spaces I moved 
through and remembered during my stay at the hospice in 1999. Notably, I will film 
key spaces that will include the room where my father died and the garden located 
outside this particular room. 
These images will be guided by a collection of diary extracts compiled during and 
after my father's death. This will influence the narrative in each particular artwork. 
These stories will be realised by filming specific locations with a Canon XL 1-S 
3CCD Mini DV camera in relation to the types of memories I recall. The footage will 
be uploaded and edited on an Apple Dual 1.0 GHz G4 PowerMac using Final Cut 
Pro, Photoshop and After Effects software. The operating system will be updated 
to OS 10.3. In total, ten works will be produced to match the ten still images 
located in Stage 2. Sound will be added to selected video works including a 
collection of slowed down audio dialogue of my father's speech. This will be 
digitally manipulated using Soundtrack, Final Cut Pro and GarageBand software. 
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Finished artworks will be displayed in a gallery context as part of a video 
installation comprised of multiple video projections. The production of artwork will 
be informed by the various ideas established throughout the exegesis. Outcomes 
of this shall present a body of resolved artwork that has a direct relationship 
between scale and memory. 
What I have established by this process is to develop a way in which scale and 
memory can be integrated into artwork and by this have created a mnemonic 
system of comparing the ten still images with the ten moving images. Therefore, in 
the gallery environment I have not only created a mnemonic relationship between 
the viewer and the subject but also brought the foundations of ars memoriae in 
context to contemporary arts practice. 
As a result, scale is used in the gallery space as both the medium from which to 
create links to the hospice narratives and as a way to show how we can articulate 
memory in relation to size. These images of smallness are projected through video 
projectors to become large; hence, a change in size for the miniatures, from the 
micro to the macro, changes the way in which we engage with the artwork. 
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Chapter 8: The Production of Artwork 
In attempting to develop ideas of remembrance through the artwork, miniatures 
and video are used throughout my thesis as a means of translating 
autobiographical memories into visual forms. As I have previously established that 
both the moving image and miniatures share a similarity with the function and 
process of memory, one might argue that to use these mediums in tandem acts as 
a way of connecting the subject with the viewer in literal and conceptual terms. 
How this can be orchestrated into the ideas already established in earlier chapters, 
especially mnemonics, narrative and identity, relies on developing this link in the 
context of the hospice narratives, which govern the content and display of images. 
I began the project in 2002 with a strong desire to create artwork about my father's 
death characterised, of course, by memories. These accounts are neither an 
accurate or factual depiction of the time spent in Mcculloch House but rather, 
individuated private recollections witnessed and experienced through my own 
perception. Such memories may be different to, say, my mother's, or t~ the other 
people around us at the time. Nevertheless, they are my own accounts of the past. 
They define an identity with my father's passing and with the people and places of 
the hospice. They are my most sacred recollections; to me they are special. 
Therefore, to make art about these memories relies on a process of visual story 
supported by diary extracts compiled during and after my father's death. Key ideas 
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were identified and divided into two parts: image context, which focused on what 
the image was trying to say through the subject; and image display, which focused 
on how the subject could be presented in a gallery environment. The first part 
examined the ideas established in mnemonic texts and the themes and issues that 
arise from such perspectives. 
As found in Roman Art of Memory, philosophers suggested memorising images 
and then inserting them into a place. Early artworks used this principle by 
positioning miniature objects and figurines (namely HO and N scale) into scaled 
environments. Although it was not a direct outcome of the hospice narratives, 
these particular artworks did, however, reference the memories of my father's 
death and, moreover, the journey of the spirit from embodiment to the places of the 
afterlife. An example of this idea is found in the initial series of dioramas titled 
'Nextworlds', which were constructed on top of second-hand books (a metaphor for 
narrative). In Through My Father's Place (Fig.25), two figurines walk past the 
weathered, mangled wreck of a Second World War bomber (a metaphor 
representing the body iri a state of decay from cancer) covered in green foliage. 
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Fig .25 Shaun Wilson, Through my Father's Place, 2002, mixed media, dimensions 
variable. 
A tree growing on top of the aircraft's wing refers to the mnemonic systems of 
medieval philosopher Ramon Lull , who used the tree as 'a kind of place system.' 
(Yates 1966, 186 -187) By including objects such as foliage, figurines , wreckage 
and rubble, I began to develop the subject in ways that assembled referential and 
metaphoric connections just as mnemonic texts , such as Ad herrenium, developed 
the Lawsuit Image. 
What characterises this diorama in terms of a Memory Palace is, firstly, how the 
subject is based on a perception of an autobiographical memory and , secondly, 
how the miniaturised objects are inserted into a place. The title Nextworlds referred 
to the places of the afterlife - i.e. a next world, derived from the memory of my 
father's death where I recall questioning the whereabouts of his spirit. As a result, I 
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became interested in the places of the afterlife. Early artwork indirectly referenced 
this specific memory by creating miniaturised journeys through places that 
visualised characteristics of Heaven and Hell. 
Like the medieval memory systems of Bongapagno da Signa, in Rhetorica 
Novissima, that encouraged mnemonic places to be of spiritual significance, the 
Italian poet, Dante Alighieri, used the equivalent themes in Commedia, later retitled 
The Divine Comedy. The poet chronicles the journey of Dante and Virgil who travel 
through Paradise, Limbo and Hell. This text became a primary reference for the 
Nextworlds series. It is ironic that Commedia was written after the death of Dante's 
wife. 'This woman, thought to have been Beatrice Portinari, was Dante's 
acknowledged source of spiritual inspiration.' (Dante Alighieri 2004) One might 
argue that a desire to create artwork about my father's death is not unlike Dante's 
need to write Commedia. Indeed, the story of these two travellers became an 
important reference for the artwork because it identified a relationship between the 
narrator and the places which Dante passed through. 
The miniature is, by its very nature, a descriptive medium and a 'notion of the 
moment and the moments consequences.' (Stewart 1993, 46) Therefore, the 
'consequences' of the visual subject present to the viewer a situation based on an 
interaction between landscape and the additives in the landscape. It became 
apparent during the construction of various dioramas found in Nextworlds that a 
'consequence' for the subject was linked to movement. All of the figurines were 
caught in a moment of interaction, as found in Through My Fathers Eye's (2002), 
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which gave me the freedom to build a descriptive narrative that suggests a 
pathway-from here to there -which figurines have travelled. This was evident 
only by inserting objects into a place so as to build a story. 
Dante uses similar techniques in Comedia where he describes a city lined with 
coffins. This is not unlike a Memory Palace as he builds a visual picture from the 
descriptions given, inserting things into their own location in order to create a story. 
Quintilian achieves the same effect when describing the Anchor image, in lnstitutio 
Oratoria, just as Cicero did, in De Oratore, through the Sons of Mars image. Based 
on this premise, other artworks were constructed by inserting things into 
miniaturised places to define the subject according to the memory of my father's 
passing. 
Although each artwork produced thus far continually used scaled objects, including 
wreckage, buildings, and rubble, as metaphors for the decaying body, limitations of 
this rested in the kinds of objects positioned into the subject that obviously lacked a 
direct relationship with the memories I seek to reconstruct. 
The solution was to use train set miniatures constructed by my father. This 
collection became an invaluable source of buildings .and structures inserted into the 
various artworks produced in 2002 and 2003. In doing so, the ideas generated 
from these models gave a stronger link to the memories later developed into the 
artwork. 
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Fig .26 Shaun Wilson, Train Set Diorama IV, 2002 , mixed media, dimensions 
variable. 
Thus, the next series that evolved from Nextworlds was titled The Train Set 
Dioramas, which moved away from using second-hand books and instead used 
wall-mounted MDF boards as an anchor. In Train Set Diorama IV (Fig. 26), an N 
scale cottage was inserted onto a grassy field next to five miniature trees 
reminiscent of a Euro centric Swiss topography. Similarly, Susan Stewart 
comments that through such miniatures 'we have an access to simultaneity .. . the 
natural has moved from the forest to the individual trees of the park to the synthetic 
trees , barns, cows, and farmers of the tra in set's landscape' (Stewart 1993, 59) 
The 'natu re' in this artwork is a memorial ised natu re, whereby memories of my 
father constructing these landscapes in the past are prompted from the same 
objects when perceived in the present. 
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Moreover, 'the profundity of things arises from those dimensions which come about 
only through scrutiny.' (Stewart 1993, 55) The viewer is aware of the absence 
located in the train set dioramas only through explanation, which highlights how 
autobiographical memory represented through art is a private affair. Indeed, the 
point of deconstructing and visualising the hospice narratives is not to universalise 
these memories or to exteriorise private moments. Rather, it is my intention to 
interiorise memory by representing its narrative in ways that visualise experience. 
Yet there is stillness about this intent, especially in the miniature. The train set 
dioramas appear immobilised, as if a still frame on pause, to what Proust 
describes, in Swans Way, as 'the immobility of the things that surround us ... and by 
the immobility of our conceptions of them.' (Proust 1982, 1) 
After several of these dioramas were produced it became apparent that my aim of 
establishing a link between scale and memory was too broad. To achieve coherent 
orchestration of the ideas established in earlier chapters, the display of artwork 
was to be as important as the content of the subject. Thus, other ways to achieve 
this were explored. 
The most successful method was to record each artwork with a video camera and 
then extract still images from the footage. I found this gave an emotion to the 
subject, especially when light was manipulated into the composition through 
natural and artificial sources. As the second-hand nature of the moving image 
brought the subject closer to a relationship with memory, dioramas stopped 
appearing 'cute' and took on a stronger sense of depth in terms of image quality 
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and philosophical basis. Artworks were no longer confined to static object-based 
displays. Instead, the image was digitally manipulated in ways that combined the 
qualities of scale and the moving image together. An example of his can be seen in 
Fig. 27 below. 
Fig.27 Shaun Wilson, The Memory Palace, 2002, video, displayed at CAST 
Gallery, Hobart, February 2003. 
Another experiment projected my father's Super 8 home movies2 onto the train set 
miniatures. This micked the process of 'mapping ' memories onto objects that again 
brings to our attention that the notion of prompted memory is about reimagination 
- the recalling of something we have stored in our memory. On this point, 
Bachelard adopted the view that memory was re-experienced only through the 
imagination and, specifically, by visualisation. 'Memory [he states] has to be re-
2 See Chapter 5 for further discussion. 
101 
imaged. For we have in our memories microfilms that can only be read if they are 
lighted by the bright light of the imagination.' (Bachelard 1994, 175) In fact, a 
simple analysis will find arguments throughout mnemonic texts that unreservedly 
support visualisation as a key factor of a Memory Palace.3 
Relating this back to ·The Memory Palace, Bachelard's perspectives were reflected 
in how the models were filmed, something that was to be used as a technique from 
this point onwards. As he makes a connection between memory and reimagined 
images, the revisualisation of home movies through video might be viewed in the 
same regard - consider that memory is a reactivation of recalled images and the 
home movies present, more or less, the same kind of revisiting of the past, except 
through temporal means. Re-experiencing the subjects depicted in this footage, 
especially scenes that depict me as a child, needed a visual signature highlighting 
the philosophical perspectives raised. 
I achieved this by creating a view of an object (the model houses) splashed with 
moving light (the home movies) that danced across the miniaturised doorways and 
rooftops in the same way that the hospice narratives would flash in and out of my 
own memory. Regarding houses, I am reminded of Edward Casey, who considers 
the house to be 'one of the greatest powers of integration for thoughts, memories, 
and dreams of mankind.' (Casey 1998, 291) The visual characteristics of the 
projectors stuttering seemed to me like my own recollections in terms of fluidity and 
imperfection. 
3 Refer to my argument against the predominance of visualisation in mnemonic literature in Chapter 2. 
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Once the models were positioned into a specially made wooden 'stage' covered in 
a grassy 'skin' made from lichen and flock, the light of the projector defined each 
surface of the model as it was captured on video. The effect resembled the 
paintings of Caravaggio, where he used darkened backgrounds and candlelight to 
draw attention to only part of his figures. Although the projector bulb was not strictly 
candlelight, the temperature of the bulb caused a yellowish glow over its subject, 
further enhanced by the aged film. High contrast levels of the subject adjusted in 
the digital editing process were also adopted as a style throughout future artworks. 
Another aspect of The Memory Palace was that the pulsating flicker of the film was 
reminiscent of a heartbeat. This added a corporeal element that humanised this 
footage to incorporate the body into themes generated by the artwork. The shape 
created by this random movement formed a type of portal circling the miniatures. 
Even when the home movies, once projected onto a screen, formed a rounded 
edge circling the film frame, the effect was further emphasised when deconstructed 
through a digital editing process involving the adjustment of brightness and 
contrast levels. By this almost random effect, I became interested in how home 
movies could be integrated into the artwork further. Thus began a working period 
dedicated solely to deconstructing my father's film to find an answer. Because his 
footage was in pristine condition, I had the luxury of deconstructing its colour and 
grain without issues of restoration. 
A striking feature of the original film was the absence of my father. I appeared (as 
an infant) in most of the scenes often accompanied by my mother, yet the 
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presence of my father was very strong throughout the film in that he controlled the 
camera's point of view. There was a silent presence in this artwork because I knew 
that what is visible on the original film is what my father witnessed through the 
viewfinder. It was as if I had the luxury of taking an experience that was located in 
my father's mind at that particular moment and reconfiguring it through the artwork. 
I wanted to use the film to express a connection with memory and, in doing so, 
played with the film speed by slowing it down. This appeared to link in with 
philosophical themes of time and memory, mimicking the way in which we 
remember; often we recollect in still frames or slowed down images. 
An example of this can be found in Portal (Fig. 28), the first of eight deconstructed 
home movie artworks, which depicts my mother and I in a beach setting looking _out 
to sea during the Australian Bicentennial celebrations of 1988. The more I altered 
the film's colour and brightness the further the corners of the frame collapsed, 
producing a rounded mask. The effect pulsed in and out like a heartbeat, 
something that was to become characteristic of working with the deconstruction 
process on the home movie footage. 
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Fig.28 Shaun Wilson, Portal, 2002, single channel digital video on DVD, 3 mins, 
colour, sound. 
Historically, the shape of a circle was linked to memory. Renaissance artificial 
memory systems used the circle as a mnemonic device, as found in Giordano 
Bruno's memory wheels of the late sixteenth century, just as De Witt used rounded 
theatre designs. I used the circle to frame the moving image from this point forward 
also to link pictorial elements with historical aspects of the mnemonic tradition. 
Moreover, early slide projections, such as 'Magic Lanterns' (originating from the 
seventeenth century) , used a circle to frame the edge of an image like the 'magic 
lantern and projected images from the 1671 edition of Athanasius Kircher's Ars 
Magna Lucis et Umbrae .' (Witcombe 2002) 
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The type of image frame that magic lanterns created are not unlike the description 
of portals described in children's fiction, another reference in the production of 
artwork. C.S. Lewis, in The Lion, the Witch and the Wardrobe, uses a space 
between the real world and that of the Narnia by way of a wardrobe. 'And then she 
saw that there was alight ahead of her; not a few inches away where the back of 
the wardrobe ought to have been, but a long way off.' (C.S. Lewis 1998, 16) 
J.K. Rowling uses the same type of connecting space in Harry Potter and the 
Philosopher's Stone, as she describes the same kind of space as Lucy's wardrobe. 
' ... the barrier was coming nearer and nearer - he wouldn't be able to stop - the 
trolley was out of control - he was a foot away - he closed his eyes ready for the 
crash - It didn't come ... he kept on running ... he opened his eyes.' (J.K. Rowling 
1997, 71) 
What is established by these references is an idea that a portal, whether found in 
literature or philosophy, describes moving through an opened space connecting 
one world to another. The rounded portals used in my artwork are conceptual tools 
representing my father's passing. The Dante inspired dioramas, as discussed 
earlier in this chapter, began experimentation with this concept, but it is through the 
use of film and video that the idea can be taken further. 
Just as Portal was the first artwork to use a framed image, The Lady in the Garden 
(Fig.29) continued this practice by framing the subject with a pulsating shape. 
However, it differs from other artworks in that the subject is derived directly from a 
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hospice narrative. It is based on the story of my father's vis itations of a lady who 
communicated with him from an outside window, as further discussed in Chapter 9. 
The video was constructed from a miniature female figurine placed in a garden 
diorama. Two still images were extracted from the original footage , one with the 
lady and the other without, then the two separate images were re-edited together 
on a continuing 'loop' as if to give the illusion that the lady was moving in and out of 
view. 
Fig .29 Shaun Wilson, Lady in the Garden, 2003, digital video as single channel 
DVD, 4 mins, colour. 
I consider the importance of this work to be measured in terms of both establishing 
a direct relationsh ip with the hospice narratives and how the miniature is used as a 
veh icle to translate these narratives. However, there were two problems evident at 
this stage. The hospice needed to be involved in the subject in more literal way for 
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the viewer to make a connection between the subject and the content of memories 
I was trying to deconstruct and, secondly, the display of artwork needed to convey 
a level of relev_ance to a Memory Palace. Simply creating artwork about memories 
did not illustrate a relationship with memory beyond the subject and, given that a 
Memory Palace is a space that the viewer moves through in order to experience 
images, another issue emerged. This was the way the viewer would experience the 
artwork in relation to mnemonic space. 
To find an answer, I returned to McCulloch House in late May 2004 and 
documented both interior and exterior views of the building on video. The reason 
for this was to collect footage of the building as I felt that going back to the places I 
remember would give future artworks more substance and connect the subject 
directly to the hospice. 
As there were few alterations to the building itself, it remained virtually the same as 
when my father stayed there in 1999. The task of revisualising my own memories 
was achieved by panning the video camera in and out of each space, navigating 
through rooms and corridors as if the camera was seeing what I saw and 
remembered. This was prompted by a desire to allow the viewer to 'be inside my 
memories', to see the spaces and places I experienced first hand from my own 
perspective rather than observing these particular memories from another point of 
view. Furthermore, if I were to place actors into these spaces in order to pose as 
my father or to mimic the past it would seem to dilute the visual impact of the video 
installation. 
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The primary shoot lasted for two days. Delays between segments were attributed 
to the daily happenings of the hospice - patients and nurses, families and morgue 
van drivers frequently moving about the spaces I was attempting to record. The 
most common shots filmed were walk through views that wandered from one end 
of the hospice to the other. I recalled walking through these spaces in 1999 and, in 
2004, wanted to visually convey a sense of similarity between what I remembered 
and what the audience witnessed inside the video installation. 
After review of the footage, a solution emerged to divide the diorama pictures and 
the hospice footage into separate parts. It became clear that the miniatures 
prompted memories of the hospice._ Therefore, by displaying an _image of a 
diorama representing the subject of a memory with another image revisualising the 
specific memory created a mnemonic relationship between the two. Further, by 
projecting a video still of the diorama works next to a moving image of this 
revisualisation engages the idea of the viewer experiencing the artwork as a 
comparison between object and memory. 
Thus, to display tandem images in divided spaces of a gallery environment is to 
lead the viewer through a collection of objects and memories capable of telling the 
story of the hospice narratives. In returning to the suggestions for a Memory 
Palace located at the end of Chapter 2, the new rules of place established that the 
'artwork will be displayed in ordered places within a gallery environment', 'the 
gallery space will be darkened' and 'the particular places will be divided into 
chambers'. Together with other ideas discussed in Chapter 3, which state 'to 
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consciously remember is to desire a process that brings an experience of the past 
to the present' and ' ... these recollections are often triggered by the perception of 
things', these give rise to making artwork that compare two things representing the 
past and the present. 
This leads me to now consider that artwork will be displayed in darkened chambers 
located in a gallery presenting multiple projections of objects assigned with a 
memory. The display characterises the ideas located in Chapter 2 and the subject 
concretises ideas discussed in Chapter 3. 
The first artwork to be developed from this understanding was titled Window II, 
recreating the memory of waking up next to my father's bed (I slept on the floor) 
on the first morning of the hospice stay. I recall looking out a large window as 
sunlight filtered into the room. In recreating this through video, I begin with a 
panning shot of my parent's bedroom that leads into the second scene of people 
entering into the hospice at night. More an opening to a story than not, my intent 
was to establish an understanding of a journey where my father travelled from 
home to the hospice (which was at night). 
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Fig .30 Shaun Wilson, Window II, 2004, single channel video on DVD, 2 mins, 
colour, sound. 
Recording the images of people walking in the front doors of the hospice entrance 
was to represent the journey of my mother and I, as found in the memories of that 
particular night. 
This entrance starts the visualisation of memories that were to be chronologically 
assembled into the gallery space. As the camera weaves through corridor spaces 
and into a room, issues of interiority and portals come to mind . For example, 
Donlyn Lyndon , and Charles W. Moore remind us that 'doorways and gates 
cultivate expectations of the places that lie beyond' (Lyndon & Moore 1994, 302) 
and 'windows in a wall , like the eyes of a person , allow us to imagine the life 
within .' (Lyndon & Moore 1994, 303) The latter quote is closely aligned to my 
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objective of displaying memories as if from my own eyes. Even the colours of the 
hospice and the daily goings on are recalled in high contrast. My mnemonics of the 
hospice are at times visually blurred and obscured, therefore the look of the videos 
is altered. 
As an example of the kinds of still images to be displayed with each moving image, 
as discussed in Chapter 9, Window/, the sister artwork to Window II, is a video still 
depicting miniaturised windows identical to both those found in my parents' 
bedroom and the hospice room. 
The tonal values and contrast levels were altered by the same techniques used in 
each video artwork so as to have continuity and complementary design within the 
overall installation. What separates these still images from the moving images are 
frames around the subject's border, where still images are presented in a 
widescreen rectangle shape (because we view all subjects in real life with 
peripheral vision) and video images develop a pulsating frame around each 
subject. 
This was achieved by altering 'chock levels' (digital filters used in the editing stage 
that makes the frame around the picture bigger or smaller) in Final Cut Pro, 
allowing an increase and decrease of frame size over the duration of the entire 
artwork. The result was a controlled flicker back and forth of the specific shapes. 
Additional effects were added, such as a blurring of the shapes' edges and a 
dispersion of colour saturation that appear to 'melt' the image together. 
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Fig.31 Video still of raw footage before frame and colour tints were added. 
Fig .32 Video still of footage after frame and colour tints was added. 
11 3 
Fig.33 Example of a split mask frame dividing a single frame into separate 
channels. 
Fig.34 Example of a single mask frame with second frame blacked out. 
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The final visual effect was to speed up and slow down the footage to mimic how 
my recollections of the hospice appeared. At times, the images jump from one to 
the next without order only to slow down and then return to real time. So, the films' 
speed was altered in parts to give this idea of fluidity of memory. The result 
induced movement in ways that was not possible by just having the footage in real 
time. Furthermore, as mnemonic texts prescribe moving through a Memory Palace, 
it was fitting that these images engage with the idea of movement in the subject so 
as to form a closer relationship with the ideas established in Chapter 2. 
Although the visual components addressed the key ideas established in Part 2, the 
lack of sound became an issue. Although one might argue that a Memory Palace is 
about sighted objects in sighted places, the advantage of sound introduced into the 
subject is that it defines a sense of spatiality not found in the video artwork. As the 
memories I recall also have sounds attached to their reverie, I wanted to involve 
sounds into the subject so as to make the experience of witnessing the video 
installation more engaging. 
The question here is: what does memory sound like? I did not want merely to 
invent sounds for the sake of it to add on as a type of 'bells and whistles' approach 
to image making. Rather, the sounds had to have a direct relationship with the 
hospice narratives in order to be included in the final artworks. 
The answer was to digitally manipulate three sources of sounds into the one audio 
track. I recorded myself reading my diary extracts and slowed the speech down to 
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form droning noises. This gave a thick, foreboding 'background' to add other 
noises on top of each other. The second source was using the actual sounds of the 
hospice when the foota~e was collected in May 2004. Again, the same process of 
slowing down and speeding up selected parts was used to create short spurts 
overlayed on top of the foreboding soundscape. 
The third source came from a CD of music titled Swoon II that my father listened to 
during his illness. In accordance with current copyright previsions for research 
purposes, I was able to, for research purposes, use several seconds of each track 
and manipulate them so as to create harmonics in the audio. I justified this decision 
because the memories of this music, and my father listening to the album, were 
often recalled whilst in the hospice during 1999. Therefore, it seemed a logical 
choice to include these heavily manipulated sounds into the audio track. 
Ten still and moving images were completed in December 2004 as the production 
of artwork finished. In the next chapter I will discuss each of these images in detail, 
while relating the narratives to diary extracts and autobiographical memories. 
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Chapter 9: Discussion of the Artwork 
Previous chapters have established key ideas that informed the development and 
production of artwork. The subject and display of the ten moving and still images to 
be exhibited in the project submission have characterised these perspectives. 
The final artworks are a collection of personal narratives, yet when both types of 
images are displayed together, a new work emerges: a dual image made up of two 
parts. This chapter will discuss both parts in the context of a singular artwork, 
supported by extracts of diary entries compiled during and after my father's death. 
These extracts were not edited as I felt changing the prose would dilute or 
misconstrue the power of the narratives. There are frequent remarks about 
changing scale and perceiving my immediate surr9undings with a sense of distrust. 
Some days I felt larger than my father's rooms yet on other days I felt like I was 
miniaturised and small. This can be related back to earlier discussion regarding 
scale as a mode of articulating memory. Furthermore, I can look back to these 
times and use scale as a mode of understanding my own past when accessed 
through memory. 
One might argue that these passages are accounts of the real events that occurred 
at the hospice whereas the moving images revisualise the memories of these 
experiences and the still images of miniatures provide a mode of articulating such 
memories. 
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The First Still and Moving Image: Window 
1111 1111 
II II 
I I II 
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Fig.35 Shaun Wilson , Window I, 2002, digital video still. 
Fig.36 Shaun Wilson, Window II, 2004, digital video still. 
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Our world is a single bed hospital room. What exists beyond this room is 
another world, our previous existence, our former life. The outside world 
moves by oblivious to our situation. Looking out from his bedroom window, 
a simple rose garden became an enchanted landscape and beyond the 
walls of the garden, is the outside world. (Wilson 1999a) 
Window is based on the memory of my father's admittance into the hospice. As 
discussed in the Chapter 8, I wanted to begin the journey of these narratives with a 
departure point, this being my parents' bedroom. This room was the place where 
my father last slept before he was taken to the hospice. 
The first day is represented by a still image of a pair of miniature window frames, 
not unlike the window of my parent's room and the hospice entrance doors and 
room windows. In Window I, the viewer is presented with an interior view of 
'looking outwards' through miniaturised portals into a landscape blurred by light. 
Most of the images used throughout the final artworks convey a sense of looking 
through a division from interior to exterior in much the same way as I remember 
looking outwards from both my parents' bedroom window and my father's hospice 
room. 
Window II displays a moving image that begins with a panning view of my parents' 
bedroom, which then jumps to a recreation of the journey into the hospice at night. 
The sliding doors of the main entrance and the window inside my father's room 
resemble the design of our home window. I used this as a visual link between such 
openings. 
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As the camera slowly pans across the doorway of the hospice, a luminous glow 
silhouettes two figures entering the hospice (representing my mother and me). 
Then, as the camera navigates through the entrance passageway and into a room, 
the viewer is taken inside the building through a series of spaces and pathways. 
The diary extract mentions entry into the room as likened to passing through a 
boundary, another world separated from outside the perimeter of the hospice. I 
interpreted this as a division between interior and exterior, characterised by a 
window - hence the titles Window I and Window II. My thoughts described looking 
out from the room through the window, a vantage point, observing my father's 
situation and comparing it with the movement of life experienced outside the 
hospice. Therefore, the artwork places the viewer as an observer, through my 
eyes, of what is unfolding. 
The way that the camera moves through the spaces of the hospice is comparable 
to how I experienced and remember such a place - by navigating through corridors 
and stairwells, doorways and garden paths. There is a sense of movement 
throughout this artwork. It looks through portals and moves through spaces in as 
much similarity as the memories I am trying to visualise. 
The entrance of the hospice was filmed at night, which morphs into daytime 
footage of navigating through the main corridor into a room. The idea here was to 
show how my father entered the hospice at night, then, on the following morning, 
how sunlight streamed into the window of this room. I distinctly remember the 
surroundings defined by light and shadows when I awoke. 
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Window JI ends with the camera inside a room panning left to right from a chair to 
the bed silhouetted by bright light shining through the windows. The blur of colour 
seen beyond this portal is the hospice garden. The faint shape of a green pencil 
pine is visible through this window displaying the manicured lawn and rose bushes. 
This particular scene links to the next artwork, The Enchanted Garden. The idea of 
video works following through to the next with linking images is consistent 
throughout the entire body of work. One memory links another and , as one image 
ends, the next image starts with the previous ending, and so forth. In this manner, 
artworks can be viewed as separate or individual pieces or they can be viewed as 
the one artwork with ten different parts. 
The Second Still and Moving Image: The Enchanted Garden 
Fig .37 Shaun Wilson, The Enchanted Garden I, 2003, digital video still. 
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Fig.38 Shaun Wilson, The Enchanted Garden II, 2004, digital video still. 
The rose garden became an enchanted landscape, the grass a Technicolor 
field . The outside world , beyond the rose garden strikes me as a miniature 
world , a make believe world , a diorama. (Wilson 1999b) 
Memories of the second day in the hospice are represented by a still image titled 
The Enchanted Garden I that illustrates a diorama depicting a green field with a 
mountainous landscape backdrop. The image colour is highly saturated , 
referencing a diary extract that described the garden outside my father's room as 'a 
technicolour field '. Of special interest here is the passage 'the outside world , 
beyond the rose garden strikes me as a miniature world , a make believe world , a 
diorama'. Here, I make reference to the places beyond the window as miniatures 
and dioramas, underpinning the context of th is investigation. 
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The Enchanted Garden II recreates this passage by altering the colour saturation 
and brightness and contrast levels to mimic 'a technicolour' or overemphasised 
colour saturation. The artwork begins with a journey from my father's room out into 
and navigating through the hospice garden. The garden remains virtually the same 
as it appeared five years ago. Although some of the trees and shrubs have 
increased in size, the aesthetics and design of the garden have not altered. 
The viewer witnesses a fluxuation with the footage speeding up then slowing down 
as the camera leads a journey through the garden. At times, the circular frame 
around the footage briefly closes its mask, spluttering from total darkness to fully 
rounded shape. As if looking through the windows of my father's room, this portal is 
reminiscent of a beating heart. One might argue it can be likened to looking 
through a pinhole into a cabinet of curiosity, a keyhole through a door or a looking 
glass or microscope. I selected this flickering to represent how my father came in 
to and out of coma, especially in the later stages. I was curious to see what he 
experienced and, by altering the colours and image frame, the artwork represents 
this. 
I wanted the viewer to experience the garden as if they were inside my head 
looking at a memory, not through the traditional widescreen format of cinema but 
an organic, living frame that had a life of its own. Through this portal, colour 
saturation and hue changes from reds and blues to oranges, purples and yellows, 
then back again. 
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Along the journey, two benches, positioned in the centre of the garden, come into 
view as the camera briefly hovers over both. These are the benches I would later 
sit on to telephone friends and relatives after my father died. The camera pans in 
and out of the garden pathways until it returns to these benches and closes its 
frame. 
The Third Still and Moving Image: Gathering 
Fig.39 Shaun Wilson, Gathering I, 2002, digital video still. 
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Fig.40 Shaun Wilson, video still, Gathering II, 2004, digital video still. 
With all of these people coming and going throughout the day, I'm getting 
lost. I don't know who's here and who's there. I wish they would go away 
and leave us alone. They all go up the corridor and then tiptoe around his 
room, they're like ants walking along trails. I wish they would leave me alone. 
(Wilson 1999c) 
Both artworks describe memories of the third day spent at the hospice. I recall 
groups of family and friends calling past to say their goodbyes. The specific 
memories I have are people moving through the hospice, coming and going, 
forming a continuous path from the hospice entrance to the day room (common 
room) then to my father's room. There seemed to be a route travelled between 
these locations by visitors that I retrace through panning and tracking the camera 
movement. 
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Gathering I is represented by a diorama that depicts a figure walking across rubble 
and debris. I liked the way in which themes of body were represented in both 
Gathering I and Gathering II, the rubble representing my father's bodily 
deterioration and the flickering frame of the moving image representing a 
heartbeat. 
The pose of the figure with a suitcase or bag carried under his arm reminded me of 
how visitors appeared to look when coming into the hospice. I recall friends and 
family bringing small gifts like ritualistic offerings. Fruitcake, cards, biscuits and 
flowers were the most common of these gifts. This figurine appeared to symbolise 
the process of many people walking separate paths to come together in the 
hospice. The fact that his back is turned to the viewer indicates a journey from out 
of the picture frame and into our view only to disappear at any moment past the 
rubble heading towards the horizon. 
The artwork of Michael Ashkin and Ricky Swallow was of particular reference when 
I created this diorama. Chapter 6 discussed their ability to create dioramas that 
suggest something is about to or has just happened. The idea of prescribing 
movement rested on the frozen figure in transit across the rubble. In many cases I 
recall people coming and going in the hospice as if frozen for a brief moment only 
to speed up again as they walked to and fro. In many respects both Gathering I 
and Gathering II are constructed to engage a sense of spatial movement 
throughout the image. 
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Gathering II represents this moving through spaces and pathways by family and 
friends. The artwork begins with a stationary view of the corridor in which my 
father's room was accessed. Figures move through this corridor in fast motion and 
often turn into my father's room just like the memories I have sitting in the exact 
same place where I set up the camera five years later. I tried to capture the 
camera's view from the places I recall watching the visitors. These were a couch at 
the end of the corridor and a lounge suite in the day room. 
Figures are silhouetted against the contrast of the light filtering through a side 
window and the main entrance of the hospice. Nurses move in and out of view 
among the other visitors who move from left to right in the frame. The camera then 
moves from this scene to the sliding entrance doors as the frame mask slowly 
flickers in a large semi-circle shape. 
A figure ghosted through contrast passes in front of the camera in fast motion only 
to suddenly slow down as another figure walks towards the camera. The image 
frame reduces to a small rectangle-like shape that surrounds the figures as they 
cross each other's path. As the figure slowly passes the camera and fades out of 
view, the doors begin to slowly close then speed up. 
The next scene moves through the entr~nce hall area in a 360-degree sweeping 
action following the path of figures moving around the camera. The camera view 
points towards to the floor, capturing the legs and feet of the visitors in much the 
same way as I recall greeting the various shifts of visitors. The glare of the natural 
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light would hurt my eyes after venturing out of my father's darkened room. I tried to 
capture this by facing the camera downwards for much of the remaining sequence. 
As the frame fades to black, we see the passing of more visitors through the 
entrance doors suggesting a continuation of people, as found in the memories I 
recall of this time. In terms of my own reaction to the artwork, Gathering II was the 
most challenging artwork to create out of the ten video works because it involved 
memories of groups of people who were not present when I documented the 
hospice in 2004. Rather than casting actors to move throughout the hospice, I 
relied on the hospice staff (the cleaning lady features as one moving shadow) and 
visitors (mainly, from the waist down) to give a sense of movement around the 
spaces of the corridors and lounge room. In the editing stage, I made it a point to 
blur out the identity of the figures to respect the privacy of the odd family member 
who strayed into view. I was not interested in capturing the specifics of people but 
rather, the shape of bodies and their movement, in particular. 
128 
The Fourth Still and Moving Image: Room 
Fig.41 Shaun Wilson, Room I, 2002, digital video still. 
Fig.42 Shaun Wilson, Room II, 2004, digital video still. 
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He is going to die and leave me, leave us all and I know the matter is 
out of my control. The world we created within this room becomes our 
only existence. Sometimes I feel so small in it and then there are times 
I feel like I've outgrown the walls. (Wilson 1999c) 
Room I and Room II represents memories of the fourth day spent in the hospice. I 
recall feeling trapped in my father's room, like a claustrophobic sensation, yet at 
the same time feeling a sense of hopelessness regarding my father's plight. 
To recreate this sensation, I represented the room with a still image featuring a 
partial interior view of a miniature train set wagon. The camera's point of view is 
from one side of the rolling stock to the other as if the walls are reminiscent of bars 
in a jail or some other place of confinement. Light shines through the opening like 
the light from the hospice window fills my father's room. 
The miniature wagon originates from my childhood train set and was selected 
because both doorways were removed over the years, leaving a passageway that, 
when held up to strong light, also reminded me of how sunlight penetrated the 
corridor between my sleeping quarters and the patient wing of the hospice. 
Light is a common thread that runs through the artworks. Obviously, light features 
as a predominant visual in many of the memories I am trying to recreate but, in the 
production of artworks, such as Window I, light was to become a valuable tool in 
defining an atmosphere about the artwork. 
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The view beyond the wagon portal reflects similar topography that was located 
outside my father's window. A horizontal pathway stretches between two areas of 
green lawn suggesting a similarity with the garden view outside my father's 
window. Both images present a view looking through an enclosed space leading 
out into an open area. Once again the viewer experiences a suggestion of 
movement, to be invited to move through the interior space of the miniature wagon 
and out into the open area. 
In saying this, I also wanted to achieve a sense of looking into an interior from an 
exterior vantage point that represented how I would look into my father's room on 
entry. As the viewer peers into the confined space of Room/, they are disengaged 
from the interior of this space. Room II builds on this idea by taking the viewer into 
such a confined space as the camera moves throughout my father's room, going 
around the bed, into the.bathroom, then back into the main area looking out the 
window. I wanted to give an overall feeling of the objects and things inside the 
room to allow the viewer to recall simular features in other scenes featuring the 
room. 
At one point the triangular bar above the hospital bed swings slowly back and forth 
only to be slowed down as if stationary and then speeded up again to real time. As 
there is a distinct absence of people in this scene, I wanted to give the illusion that 
a presence was in the room; the swinging bar revealing that something had 
happened only moments before. 
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The empty red chair sits in the corner where I had left it five years before. I wanted 
to link this absence to the swinging bar in that we know by association that 
someone would normally sit in the chair, yet it is empty. As this image became a 
frequently used metaphor for absence throughout other video works, I wanted to 
make a connection between my father and me by using the bed representing my 
father and the chair representing myself since I spent most of my time in his room 
sitting on the chair. 
Scenes of the ensuite bathroom familiarise the viewer with the spaces of the room 
as the camera pans back and forth between the basin, toilet and shower. On re-
entry into the main room, the camera moves back to pan across the window and 
tracks across the room to the doorway, looking back inside the room in much the 
same manner, as I frequently would leave my father, always checking back to see 
him before I entered the outside corridor. The camera leaves the room and fades 
to black. 
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The Fifth Still and Moving Image: Wonderland 
Fig.43 Shaun Wilson, Wonderland I, 2003, digital video still. 
Fig.44 Shaun Wilson, Wonderland II, 2004, digital video still. 
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Nothing much to say today, it's just the same as yesterday. Don't know how 
much longer. I feel like Alice falling down the rabbit hole except there's no 
white rabbit, only death and bright lights that flash around the shutters. I 
don't know why, but the garden seems bright, it's all so vivid, time seems 
like it is slowing down then speeds up, it's just a wonderland of madness. 
(Wilson 2004d) 
Wonderland I and Wonderland II are based on memories of the sixth day at the 
hospice. At this point I recall visiting our local cemetery to select my father's grave 
plot, returning afterwards to the hospice in a daze. After concurring with my mother 
about the arrangements, I walked through the sunshine of the garden, wandering 
aimlessly throughout the various pathways that circled my father's room. 
Representing this memory, artwork was selected that mimicked the lighting 
conditions of this day and, in the video artwork, constructed a view whereby the 
camera meanders out of my father's room and through the path where I travelled 
through the garden. 
The still .image, Wonderland I, is a video still taken from an early video artwork My 
Sweet Mnemonic Wonderland. The colour-saturated mountains are the backdrop 
for the Euro-style chalet constructed by my father that overlooks a bright green 
lawn and garden, not unlike how I recall the hospice garden. A Gaussian blur 
softens the still image to resonate a subtle glow throughout the picture plain. As if 
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some sort of garden located in children's fiction (such as illustrations from Hansel 
and Gretel, Little Red Riding Hood and Snow White), the fairy tale aesthetics of 
this picture correlate to the saturated emotions I recall· on my return from the 
cemetery. 
I remember feeling very calm then. Without warning, as time appeared to move 
very fast then slow down again, I began to feel drunk. Numbness in my stomach, 
chest and legs urged me to wander erratically through the garden where I 
eventually started to walk along its perimeter. 
The camera navigates through the spaces of the garden in an erratic fashion, 
dodgy and weaving in and out of the flowerbeds. In effect, the route with which the 
camera moves follows the pathways I recall in this specific memory. Many of these 
memories involve moving through the spaces of the hospice - not unlike Cicero or 
Quintilian experiencing the content of their Memory Palaces. The camera follows 
the garden perimeter until it returns through the open doors of an interior room, 
' 
fading to black. 
The irony of Wonderland I and Wonderland II is that they are based on a 
recollection of an event that never happened. Although I did return from the 
cemetery feeling dazed and, at times, numb, my recollections of walking around 
the garden afterwards are fictitious, this is a false memory. On frequent.questioning 
of those who were at the hospice at this specific time, my accounts of this day 
differ from what actually happened. The true account was revealed to me after 
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Wonderland II was completed. A friend who accompanied me throughout the fifth 
day explained that I returned to the hospice after the cemetery visit and purchased 
a crayfish on my father's request (his last meal) in a local fish shop. At no point that 
afternoon was I moving aimlessly through the garden, despite having a distinct 
memory of the event. 
I chose to keep Wonderland II in its original context as a way to show the very 
nature of memory. Sometimes what we recall is in fact a half-truth or, at its 
extreme, something created through the imagination even though we may not 
realise it. This illustrates the point that my entire collection of memory from the 
hospice is recalled from my own perspective. These may not be entirely 
representative of what actually occurred (although I have made an effort to cross 
check these specific memories with the accounts of others) but they do exist as a 
personalised account of the past. These memories define my relationship with the 
spaces and places of the hospice and, in part, the manner in which I grasp the 
death of my father. 
From this perspective, Wonderland II represents a memory I associate with day 
five that, while not an accurate description of events, characterises how I 
remember this time from an emotional response. 
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The Sixth Still and Moving Image: The Lady in the Garden 
Fig.45 Shaun Wilson , Lady in the Garden I, 2003, digital video still. 
Fig.46 Shaun Wilson , Lady in the Garden II, 2004, digital video still. 
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He's encountering sightings of another world. Grasping at the ceiling, he 
began to talk to a lady at the garden who said she wanted to take him 
away. She comes and goes, wandering around the garden talking to Dad 
and he is talking to her in a few words at a time. He can't get all the words 
right, I think it's his motor skills going. He enters deep sleep then wakes 
up suddenly shouting, "No, I'm not coming yet". Whoever he is seeing, 
she comes close to the window and appears at all hours of the day. From 
what he reckons, she is not menacing. I had a look out there when he was 
talking to her; I don't know if he is really seeing anything, but in some 
strange way, this all seems so beyond my own world; he's probably right. 
(Wilson 1999e) 
Lady in the Garden I and Lady in the Garden II are based on memories of the sixth 
day at the hospice. During this time, my father entered into various brief arguments 
with an invisible lady who lived in the hospice garden. I recall him awakening from 
his coma-like state and shouting out, "I'm not coming", whilst grasping with his right 
hand. He described to my mother that a lady appeared to him outside his window 
who was attempting to persuade my father to come with her. 
I nicknamed this visitor She, who appeared at regular intervals throughout his last 
four days. Every time my father entered into brief conversation with the visitor, he 
would assume a very defensive manner although much of his speech and 
movement was restricted because of his rapid bodily deterioration. 
The story of She was a topic of conversation throughout much of the last four days. 
Although this was probably my father hallucinating due to the large amounts of 
morphine he received through injections, it provided a distraction from the daily life 
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of the hospice. I regularly looked out the window when he would launch into 
sporadic arguments with She so as to catch a glimpse of who and what my father 
was seeing. 
The memories of this day link together the hospice window, the garden and my 
father's voice. Representing this in the artwork was achieved by using a still image 
recorded in 2003, which depicts a female train set figurine placed into a green field 
constructed with flock and lichen. A scenic background was backlit to create 
twilight lighting effects, something I recall vividly during the time of his visitations. 
The aesthetic of The Lady in the Garden I is derived from a shift in light so as to 
make the miniature obscured. At a glance, She could be a freeze frame of a real 
woman caught in a moment, yet on closer inspection the figure is not real at all. 
Although the figure is projected life size, the intent of this work is to 'fool' the viewer 
into a change of scale. This returns to my argument of changing scale - the 
figurine's scale has changed from macro to real life size, hence the viewer is 
invited to change their understanding of the work. 
Simultaneously, the sister work titled Lady in the Garden II plays on the idea of 
defining the figure though light. She comes in and out of frame as the camera pans 
slowly across my father's room to a stationary view from inside his window. 
I recall looking out the very spot where the camera was positioned and 
experiencing the same views as what is captured on film. I was very careful in 
filming this sequence to set up the camera in almost the exact positions that I recall 
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viewing the various subjects of McCulloch House, especially in the corridor 
walkthrough scenes and entrance hall segments. 
As the camera pans through the garden, She darts past the subject's point of view 
only to reappear moments later in slow motion tracking. Throughout the two 
minutes of the artwork, the garden pulsates hyper-coloured tones to form a 
psychological effect for the viewer, as if what we are seeing is either a visitation or 
a hallucination. I recall asking myself these over the duration of these visits, so as 
part of reconstructing these memories I have included this aspect of fantasy within 
the subject. 
A voice echoes throughout much of the footage. This of course refers to my 
father's conversations with She. Interlaced with the audio track is a faint whisper 
that echoes softly when She comes into view. I chose sound to define a spatial ' 
experience for the viewer, as found in later artworks that increase volume levels 
based on my recollections of noises becoming abundant towards the tenth day. 
The artwork fades to black as the figure disappears from sight. The film speed 
slows down to a slow pace as the final view of the garden comes to a close. 
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The Seventh Still and Moving Image: The Visitors 
Fig.47 Shaun Wilson, The Visitors I, 2002 , digital video still. 
Fig.48 Shaun Wilson, The Visitors II, 2004, digital video still. 
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He is seeing another world, a light filled world and talked to the many 
people he can see. He said he saw Denny [his father], his late relatives and many, 
many people through a doorway made of light coming from the ceiling. (Wilson 
1999f) 
In response to the memory of my father witnessing a series of visitations whereby 
groups of people entered his room from a light in the ceiling, The Visitors I, used 
his brief descriptions of light and movement to construct the subject. As it follows 
on artworks from The Lady in the Garden I and //, a theme of visitations continued. 
To achieve this, I recorded a scene at night against the backdrop of a fluorescent 
streetlight that flickered onto a group of miniatures positioned in front of the video 
camera. Again, we see the use of light as a way of revisualising these memories 
and also establishing an emotion to the artwork. 
In saying this, much of the works developed used light to define spaces. In this 
image my intent was to incorporate light so as to define the figure without defining 
the spaces around the figure. As my father described light in such a way that 
connected it to the spiritual and supernatural, the manner in which I created a 
response to this used the softness of light to 'melt' the figures into the foreground. 
As there were no defining edges around these miniatures once the camera was 
blurred, these figures suggested a human presence but did not actually provide 
specifics. 
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The same was reflected in The Visitors II. This artwork begins with a journey 
through the hospice space that slows down and speeds up in random fashion. 
Three figures walk slowly towards the camera as the image frame suddenly 
increases and decreases in size. At regular intervals, the artwork appears to stop, 
as numerous still frames appear to stutter and jolt through a temporal format. 
I recall the seventh day through altered speeds as some moments flashed by while 
others slowed down and almost stopped. There is never a constant speed to these 
recollections, something that the artwork represents in context with the diary 
passage. Added to this are flashes of over-saturated reds and dark browns to 
further enhance the tension of the image. 
The viewer is brought forward through a corridor of light (representing the doorway 
he described as located on the ceiling) as the figures slc;>wly move towards the 
camera. Only movements define their silhouetted shapes as much of their bodies 
are blackened out to give the impression of an altered state as found in the figures 
used in The Visitors I. Aesthetically, such figures morphing from one frame to the 
next allowed me to create a dream-like state in the subject so as to reinforce the 
view that at the time of my fathers visitations, he was semi-lucid. The movement 
suddenly stops as the camera fades to black. Therefore, in relating this back to the 
memory I share of these accounts, The Visitors II brings about a way of translating 
these visuals into a collection of light-based works that evoke a sensation of 
psychological tension. 
143 
The Eighth Still and Moving Image: Home 
Fig.49 Shaun Wilson, Home I, 2003, digital video still. 
Fig.50 Shaun Wilson, Home II, 2004, digital video still. 
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It's been so long in here. I feel like it's a very big cage. All I can do is 
hold his hand and hope he just goes. His body is in darkness now. I 
just want to take him home. (Wilson 1999h) 
My strongest memory of this day is experiencing a sensation to take my father 
home to die. It became clear to me that his death was inevitable and I prayed that it 
would come sooner than later. While I sat for hours at the end of his bed in a large 
reclining chair, images of our family home came to mind as this house represented 
a safety zone away from hospitals, medicines and doctors. 
By now, he was receiving regular shots ·of morphine that were administered to him 
every few hours. The more his body fell into decay, the greater the idea of a house 
perceived as a refuge to escape the present began to fill my thoughts. 
In representing these memories I wanted to create two works that featured 
connections between the hospice and our family home. Home I was constructed 
from a train set diorama dwelling that appeared to share the same roof shape as 
the hospice, especially near the entrance hall. 
On re-reading the above passage from my hospice notes, it occurred to me that 
this model was more than just objects of memory association. They represented 
another level of meaning when compared to the hospice - they symbolised the 
dwellings I constructed in my mind to store and articulate the recollections of my 
father. Thus, both the hospice building and my parent's home were characterised 
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by these models, which, when taken from Bachelard's perspective, created a 
phenomenological element in the ideas about this artwork. 
Moreover, the model house defines a context for the project insofar as structure 
becomes a metaphor and keeper of narratives, not in the purely mnemonic sense 
but rather, through the emotional capacity to grasp the past and allow me to 
revisualise this through the present. The miniature house, therefore, becomes a 
home for self. 
From this perspective the model worked on many levels because it acted as a 
springboard for.ideas relating to both how memory can be thought of as a house 
and the themes and issu.es that connect with this particular memory of the eighth 
day. 
The second work that connects the hospice to these visuals is Home II. It begins 
with an exterior view of the hospice in mid afternoon. A splash of harsh sunlight 
peeps over the guttering of the hospice roofline to define and enhance the outer 
edge of this shape, which is remarkably similar to the miniature. As light was used 
in The Visitors to define the outer edge of human forms, so too was the same 
effect used in relation to the building. 
The advantage of this method was that it gave depth to the image of the building. 
One might consider light used in this context as representing the soul, whereas the 
dark, solid structure is the body. In the diary extract, I mention the word darkness in 
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relation to his body and found that by filming the image through a silhouette the 
building representing his body, now consumed by darkness, related to this 
passage and, further, to how I perceived my father's body through memory. 
At the end of filming I considered this something worthy of further exploration and 
found that, by creating effects that enhanced the way that light reflected, defined 
and splashed onto a surface it gave the viewer an image that might be perceived in 
many ways - it allowed the viewer to explore the image from more than one 
perspective. 
With this, Home II, fades to black and leads to the next set of images, Through 
Night Till Morning. 
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The Ninth Still and Moving Image: Through Night Till Morning 
Fig .51 Shaun Wilson, Through Night Till Morning I, 2002, digital video still. 
Fig .52 Shaun Wilson, Through Night Till Morning II, 2004, digital video still . 
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His veins are collapsing; the morphine does seem to help, but only just. 
He's on it now every hour. He just had another shot. I want him to be 
over this. We're all in hell. It's f ... ed watching him like this. All I can do is 
just sit in this chair and watch. I feel like a little toy soldier watching a 
very big battle from a moving train. He just doesn't want to go. He's 
surrounded by darkness. Mum is taking the rest of the night shift. 
(Wilson 1999i) 
Through Night Till Morning I and Through Night Till Morning II are based on the 
memories of the last night I spent with my father. At this point, his lungs were 
collapsing and his breathing was so shallow that I expected him to go at any 
moment. This was the darkest of all the moments I experienced in the hospice. My 
father's breathing had all but stopped and his loud, painful gasps for air made a 
sharp gurgling sound as much of his lungs were already filled with litres of pus. 
At the foot of his bed, I sat in a reclining chair watching over him, knowing that his 
time of passing had come. I recall feeling exhausted and incoherent from the day's 
events, understanding all too well that his remaining time was to be measured in 
hours or minutes. 
As my mother took over the night watch I remember looking over my shoulder at 
him one last time as if to say goodbye. Walking down the corridor back to my room 
was filled with an overwhelming sensation of relief that his experience was now 
about to end. Ten hours later he would die. 
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In responding to this memory, Through Night Till Morning I presents the viewer with 
a model train set to represent my vantage point as mentioned in the diary passage. 
A single point of light highlights a darkened section of rail track as if to indicate a 
journey from the foreground into the unknown of the background and vice versa. 
This referenced two things: first, the memory of a small section of light that would 
shine into my father's room from outside the hospice building and, second, a carry 
over from themes explored in The Visitors, which referenced light in a spiritual 
context. 
The second artwork, Through Night Till Morning II, presents the viewer with an 
image of a chair. In examining the diary passage, I found that, by using the 
reference 'he is surrounded by darkness' with an image of a hospice chair, a visual 
narrative could be pieced together. 
The camera pans across the room to an armchair. Rather than to suggest moving 
through spaces (there was no movement in the last night) I wanted the camera's 
point of view to remain perfectly still for much of its duration. The armchair is 
presented as the main feature of the scene, occasionally moving in position as the 
slow pulsing frame around the chair becomes smaller as the video progresses. 
After a short amount of time, the artwork fades to black, which leads to the final 
image of the project, Through My Father's Eyes. 
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The Tenth Still and Moving Image: Through My Father's Eyes 
Fig.53 Shaun Wilson, Through My Father's Eyes I, 2002, video still. 
Fig .54 Shaun Wilson, Through My Father's Eyes II, 2004, video still. 
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He lay on his back, his fragile body slowing down. Mum sat on his side 
next to me. I sat directly in front of him. As his breathing all but stopped, 
he woke up from his coma, eyes opened. They were brilliant blue, not 
grey as they were hours before. His head turned and looked me straight 
in the eye, I could see his pupils focusing, fluctuating in size slightly as 
he looked emotionless at me. 'Good-bye dad, I love you, bye dad' -they 
were the last words I ever spoke to him; as corny as it may be, I felt I had 
said my goodbyes to him, it was time for him to go. Then he died. I heard 
his last heartbeat and felt his last breath. I can't begin to describe what 
those last 5 seconds where like for him. I wonder what went through his 
mind as life wound up. Was he dreaming? Was he remembering? Did he 
experience a flood of memories rushing through before his final breath? 
He just went. Where did he go? He's just gone; like that he just simply 
vanished. What did he see? (Wilson 1999j) 
The final artwork was created in response to memories of my father's point of 
death. It was the most challenging of all artworks to create because it was not only 
a difficult subject to visualise, from both an emotional and conceptual perspective, 
but it also was the last image of the video installation that would close the 
exhibition and thus conclude the hospice narratives. 
Through my Father's Eyes I is more an end product of this memory. A miniature 
figure walks away from view as if moving over a hill before disappearing from view. 
In his hands are suitcases, the lone traveller on the move, to where it is unclear. I 
felt this model was the perfect way to visualise the last memory in scale as if to 
give a departure point, defining my father's journey after death and bringing into 
view the idea of my question, where did he go? 
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It also defines two parts in the picture, a dark place where the figure has ventured 
from and a lighter area where the figure is going. Like much of the other miniatures 
located in the ten still images, this particular artwork has a sense of story to it. Why 
is this man moving away from us and to where had he moved? 
Through my Father's Eye's II complements this still image by using memories of 
the tenth day as characterised by an early home movie artwork developed in mid 
2003. The footage, taken of my father and I walking towards the camera, evidently 
represents our relationship with each other and that of sharing this relationship at 
his point of death. 
In total, there were only 8 seconds of footage available in his film collection that 
depicted us both in the same frame. I selected this scene because it visually 
conveyed a relationship between the two of us. Moreover, the memories I have of 
the hospice experience are understood, primarily, in terms of my own identity with 
my father. So, I wanted this last video work to be completely naked and vulnerable. 
There had to be a sense of honesty present in order to capture a true essence of 
this particular memory and to do this required a simple, yet powerful image. 
As the still image depicted a cropped view of a figurine walking away from the 
camera, I wanted to finish the last moving image with a suggestion of movement, 
my father's journey away from me. 
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The moving image masked the home movie with two portals encircling both my 
father's head and my own. As the film progressed, a pulsating circle around his 
head began to reduce in opacity until it slowly fades to black and only the mask, 
which circled my head, remained. The reason for this was simple. As told in the 
diary extract, we both looked at each other the very second he died. So, the 
circular frames, as previously discussed, are like portals or eyes looking at the 
viewer to reveal the subject and its pictorial interaction. 
Although the other final artworks developed the subject by going back to 
McCulloch house and filming its location, this particular artwork did not rely on a 
revisualisation of the memories I have articulated. This final artwork was to bring a 
film from the past and represent it in the present. As Chapter 5 discussed the effect 
of home movies through the process in which we recall and grasp the past, all that 
I needed to create these themes was found in the philosophical ideas of the 
footage. 
In using this I introduced my father to the viewer. Narratives of this are presented in 
more literal terms as I am appropriating a past moment that is undeniably 
representative of my relationship with dad. If there is one aspect about this artwork 
that defines the hospice narratives, it is an issue of identity - these memories are 
about my father and me. They allow me to comprehend the events of 1999 through 
this film and also, by scale. So, as we shared our goodbyes, the parting memory of 
my father is one of closeness. So, to present this emotion in a visual way, it would 
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seem that no other image at my disposal could say so much as the simple 
projection of us both. 
Thus, the moving image closes and fades to black. This is the closure of the 
hospice narratives and an end to the exhibition display. In the next chapter, I will 
bring the project to a close and conclude my findings. 
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PART 4. CONCLUSION TO THE ARTWORK 
Chapter 10: Leaving the Memory Palace 
Throughout this research project I have analysed, discussed and positioned the 
themes of memory, scale and identity in the context of the hospice narratives. In 
doing this, my research has shown that a relationship between scale and memory 
exists from our perceptions, concretisations and recollections of the world we 
experience and move through. The concept of smallness has a personal, malleable 
ability allowing us to bring our memories to objects and structures such as 
buildings and dwellings. By associating experiences with these forms we can 
characterise our way of storing and relating to memories that are a reflection and 
understanding of self. These types of structures, our memory palaces, allow us to 
grasp the past and understand ourselves in relation to the past. Therefore scale 
and the moving image can act as a mode of comprehending our memories, 
especially through the absence of a loved one. 
These concepts have been developed in the artwork to reveal the foundations that 
have created a memory palace using scale and the moving image as the primary 
processes for pursuing insight into our understanding of memory. 
In revisualising the hospice narratives I have demonstrated how fine arts and new 
media practices can be applied to the linkage of ideas explored throughout this 
thesis. I have also demonstrated ways in which this can be presented in spatial 
terms within a gallery environment. 
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On a personal level, throughout this research, I have come to terms with my 
father's death by the process of creating artwork developed in this investigation. I 
now close the door to my treasure chest of memories, and leave the imaginal place 
where recollections of my father are locked away in a cathedral of reverie - my 
memory palace. 
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